The construction of likeness in some contemporary high portrait painting by Brenner, Joni
THE CONSTRUCTION OF LIKENESS IN SOME CONTEMPORARY
HIGH PORTRAIT P/ul\lTING.
Joni Brenner
A Dissertation Submitted to the Faculty of Arts. University of the
Witwatersrand.) Johannesburg, in partial fulfilment of the requirements
for the Degree of Master of Arts in Fine Arts.
Johannesburg 1996
Q.tadwr.t.a. with tU.t1nut1on on 25 Jun. 1996.
ABSTRACr
Likeness is a central issue to the tradition of portrIDt painting. This dissertation
examines the notion of likeness in some contemporary high portrait painting. Likeness
is viewed as constructed socially througlr the complex relations between artist, sitter.
and viewer,
Faced with the problematic notions of realism and naturalism and t!leir philosophical
ramifications. the dissertation ecnfroms the question of What in our world can be
regarded as natural or given, and what is constructed or acquired. The discussion,
framed by the debate set up between Nelson Goodman and E.H. Gombricb, lee-as to
the conclusion that the 'n ..atural' and the 'rear are not neutral, they are highly
constructed. The dIfferences between various conventions; various ways of
representing others, are extrapolated from the debate, and once acknowledged. the
final position taken is a less linear conventionalist stance.
The constructed nature of likeness is tested against the portraits by American artist,
Andy Warhol and British artist. Lucian Freud, contemporary painters working in
direct antithesis to one another. The aim is to show that both of their portrait ..
likenesses. whether private or public, painterly Or mechanical, are embedded wil~lin
socially constructed conventions. Recognition of'the conventions can guide the viewer
in deeenstructing the work and Ioeuting tbe meanlng,
1discuss my own work in relaticn to the contents of this dissertation.
I declare that this dissertation is my own unaided work. It is being submitted for the
degree of Master of Ads in the University ·ofthe Witwatersrand. Jolrannesburg, It has
not been submitted before for any degree or examination in any other university.
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INTRODUCTION
1
JPecannot undo those parts orour pasts tha: are determinate, but our
selves are COllsta/ltly being made more determinate as we go along ill
response to tile wl{J.' the world impinges 011 us. i
The interactive relations between persons, and those between persons and
environment. seem to me to be primary activities. In reflecting these changing
relations. the portrait provides a means for questioning or examining such
interactions.
M} initial involvement with portraiture took the form of using photographic reference
material rather than of having people sit for me. TIle subjects were all people that I
knew personally and it was my aim to imbue the portraits with some sense of their
private identity. However. I came to recognise that this process of working from
photographs of the subjects seemed to freeze the manifestation of what really
interested me about painting people: the continuous change both of an individual's
physical make-up and of'an individual's shifting moods ana expressions.
As a result of the photographic distortions which arise, for example, because of the
angle from which the photograph has been taken, and as a result my recognition that
many of the photographs simply did not look. to me at least, like the subject that I
knew, the question of what likeness is, kept emerging as a theoretical question which
was impacting itself on my OVv11 artistic development.
When I began painting from life-sittings the complexity of creating a likeness
immediately became apparent. Grappling with exactly what likeness is, and realising
that likeness is limited by the common understanding of H as 'objective accuracy' ..
impossible as that is ..my practical output underwent many shifts and transformatlons,
in pursuit of (rejpresenting likeness in a W~j which challenges previous
(misjconceptlons of what likeness is. The portraits from this present period of'researeh
become more and more obscure, and more about r~flecting a relationship between
myself and the sitter, than about accurately reproducing the physiognomic features of
the sitter. The portraits also embody a more conscious and critical use of particular
mediums, styles and their 'accepted' or associative meanings,
Intrinsic to the developments in the practical research ate the theoretical issues
relating to the question of likeness. Issues of perception and representation, the way
_________ ,---------
Denner, D.C. "\v11Y Everyone is {)Novelist!" Times literary Supplemem,
(1988:1028).
.,...
one constructs oneself. and the power relations between artist, sitter, 'viewer and
image, are all at the core of a theoretical inquiry into likeness, which is represented b~
this dissertation.
Primarily, a portrait image is itself'a she of human interaction: the way one person has
seen and represented another. This fundamental interaction - of looking and being
looked at .. is at the root of why portraits are so compelling. This reflexive action.
implicit in the process of making portraits, operates on many levels and I would like,
at this point. to suggest some of the eomplexities, inherent in the creation of a pIYtrait
likeness, which are examined in this body of research.
To begin with, the sitter is the subject who is looked at, first by the artist who Is the
primary viewer and mover in the act of image-making. 'The complexities of likeness
arise when one considers the following: the sitter, though. being looked at, has her or
his ideas and expectations of how she or he looks, and probably sits in partial
expectation of the eonftrmaikm of that identity. The artist, though the primary viewer,
also is aware that the act of making a portrait creates an object .. eome form of
embodiment of her or his personhood or identity .. which will be (re )viewed. The
objec,.vity of aJtV likeness is thus hi3hiy questionable, by virtue of the fact that the
creation of a likeness involves at least two people, each with their own presence,
history and expectation.
The portrait itself subsequently becomes the primary obje\ootof the viewing process, a
dual embodiment .. of the artist and the sitter .. an embodiment in which the identity of
the onginal sitter has been mediated by the portrait-nraking process.
Once the portrait is looked at, it provokes comparisons between the present image of
the sitter to alternative impressions which the subject may evoke. Viewers interact
primarily with the portrait itself but this will be mediated also by their knowledge of
the sitter, regareless of whether such knowledge is private and/or public. The viewer's
response to the image is often guided by the knowledge available about the sitter. In
the cases of the two artists in the present study .. Lucien Freud, the Engtisll painter,
and the American artist, Andy Warhol - the amount of knowledge available differs
significantly.
Responding to the image of the sitter, the viewer reflects on the initial interactior., that
of the sitter viewed by the artist, The portmit reveals particular ways in which the
artist has mediated her or his view of the sitter. With each image that the mist creates,
she or he also establishes a personal Identity, establishes a body of work .. an oeuvre -
which reflects her or his presence. The artwork functions as a sign of the artist's
existence, of the artist's self.
TIle viewer's response to the portrait is then also mediated by her or his understanding
of a particular image in relation to the artist's other works. The portrait is also
necessarily viewed in relation to historical and contemporary trends in portrait
painting, in other words it is viewer! in a specific context, which is never neutral.
Whilst viewers respond to the artist's 'primary view' of the sitter, to the relationship
embodied by the image, ,,'~ewers also may have an imaginative identification with the
person-who ..is-observed. and thus respond ~with outn.ge, understanding, amusement -
to the sitter's possible responses to having been represented in such a fashion.
As a viewer (If the portrait one may be inclined to sympathise or radically disagree
with the sitter's own evaluation of the image. Harry Diamond. a well known
photographer who sat for Lucian Freud in the 50's and 60's! provides an example of
just such a response:
The first [portrait} - Interior in Paddington .. was the only one I felt
slightly miffed about. People come up and say what "\great painting it
is, and I Jay. 'Yeah, but I don't really have short legs: In point offset
my proportions are very good,:;
Finally the: viewer responds to the artist's modulation of the image she Of he is creating
of her or himself via the portrait ..making process. Often, the persona of the painter
becomes paramount in the portrait's dual embodiment of artist and sitter, and the artist
is sometimes recognised before, Of more immediately than the sitter.
The intended relationship between the portrait-image and the human original is
intrinsic to portraits. The issue of likeness is consequently a central concern in
portraiture. The likeness of portraits is invariably altered by the different viewers -
artist and sitter included - who have different experiences orfhe subject.
TItus, the nature of likeness in portraits proves to be complex. As Nelson Goodman
points out:
~ Harry Diamond quoted in Gayford, M. "The Duke, The Photographer. His
Wife, rnd The Male Stripper", Modern Painters, Vol 6.3, (1993:24).
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'To make a faithful picture. come as ..;los€as possible to copying the
object just as it is.' This simple-minded injunction baffles roe; for the
object before me is a man, a swarm of atoms, a complex of cells. a
fiddler. a friend, a fool. and much more. If none of these constitute the
object as it is. what else might? If all are ways the object is, then none
is the way the object is.';
Goodman clearly question! the value of the traditional and commonly accepted
concept of likeness as an 'objective' and impartial copy of nature.
Richard Brilliant proposes that, far from being a timeless and absolute representation,
(a portrait] directly reflects the social dirnensioit of human life as a
field of action amOH!! persons with its own repertoire of signals and
messages,"
Griselda Pollock takes this line of thinking even further, arguing that a 'naturalistic'
likeness is itself a convention, and that any likeness is necessarily embedded within
social conventions, when she states that
the im!ividual artist does not simply express himself but is rather the
privileged user of the language othis culture which pre-exists him as a
series of historically reinforced codes, signs and meanings which he
manipulates or even transforms but can never exist outside of. S
This research works with and through assertions that likeness in portraits is
constructed via the manipulation and the transformation, or extension of social
conventions! as well as through the complex transactions between artist, sitter and
viewer.
Chapter one explores the idea that realistic or naturalistic representations are
themselves no more than constructed conventions, and the limitations of naturalistic
likenesses are considered. In light of Richard Brilliant's contention that likeness itself
4
Goodman, N. Languages of Art, (1969:6).
Brilliant, R. Portraiture, (1991:8).
Pollock, G. Old Mistresses: Women,Art and Ideology, (19tH: 116).
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implies difference, in that if two things were identical there would be no question of
likeness. the degree of resemblance necessary to establish a likeness is thrown open to
dispute. As Roger Scruton puts it,
the aim of [portrait] painting is to give insight. and the creation of an
appearance is important only as the expression of thought. While a
causal relation is a relation between events. there is no such narrow
restriction on the subject-matter of a thought. (;
Both the second and the third chapters work with a concept of likeness based on the
premise that we both construct and are constructed by our environment.
The second chapter looks at likeness as a social construction, based in particular sets
of social codes and conventions!
Portraits exist at the interface between art and social life ane the
pressure to conform to social norms enters into tl.eir composition
because both the artist and the subject are enmeshed in the "!l!ue
system of their society (Brilliant, 1991: 1I ).
Chapter two picks up on the unavoidable, age-old and on-going debate between what
in the world is natural, or given, and what is conventional. or acquired. The dlsccssion
of this argument - between staunch conventionalists such as Nelson Goodman and
Norman Bryson, and those conventionalists who propose areas of theory-neutral
perception, such as B.B. Gombrich .. helps to establish, in the end. a less linear
approach to conventionalism. By this. I mean that the discussion establishes the
possibility that some: areas of perception and recognition may indeed be innate or
theory-neutral.
Extrapolating from the debate, my argument suggests that whilst seeing itself is
natural. and that recognition too might well have its origins in instinctual behaviour.
in art-making these processes are then built on. using conventional means. which arc
constructed. It is precisely at the point of ,·I? ..t'resenting such primary processes .. such
as that which we see - that the use of conventions is unavoidable and that the" cepts
of perception. recognition, and likeness itself move into the realm of cc .ventional and
symbolic representation, and may be used as a means to evoke, rather t .an to describe.
I' Scruton, R. IIPllOtography and Representation", Critical Inquiry, ( t 981:587).
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The discussion in cllapter two reveals that 'realistic' descriptions and also mom
obscure evocations of the sitter's likeness. nre in fact both rooted in convention. TIle
discussion uses this idea to question notions of likeness in portraits and to firmly
establish the constructed nature of'Iikeness,
The way is thus cleared for a discussion .. in chapter three - which finnly establishes
the multiple power-plays and the exchanges between artist. sitter, viewer and artwork
as vital components of likeness and its construction, Power is considered as residing
in images which challenge the reader to respond, images which invite viewer-
participation. images which are ambiguous. TIle process of cl)nntructing likeness and
how it gives tangible f011n to the relations between artist, sitter and viewer is
examined.
The fourth chapter uses the theory of'thc v/:",,:viouschapters i~lorder to examine what it
reveals in selected portraits by the English artist. Lucian Freud and the American
artist, I\ndy Warhol. Freud and Warhol have been chosen for the way in which their
images exemplify two very different forms of Iikenec«, This contrast is useful in
sllowing that the likenesses. whilst seeming very different, are equally constructed.
l\1y analysis of both artists' portraits is Ieonological in that implications of the images
are extracted from an interpretation of what is visible in terms of the St.J:;ectmatter,
the medium. the style.' In traditional portrait painting there has been an emphasis on
the capturinF-of physiognomic likeness. Whilst in some ways. revealing the sitter, this
emphasis on 'face values' in many ways conceals hidden complexities, as Joseph
Conrad notes:
When you have to attend to things of that sort, to the mere incidents of
the surface. the reality .. the reality, I tell you- fades. The inner truth is
hidden .. luckil}\ luckily.8
This being so, whilst this chapter considers the surface conflgurations of tile portraits
ill question, it draws Oil all of the ideas generated in the previous chapters in all
attempt to reveal the 'secrets' or the extended inner meaning of the portraits.
}lanofsky~E. Met:ming in the Visual Arts, .(l970:51~61).
Conrad. J. Heart (~rDarkness, (1983:67),
It is just this expansive 'I'cadingf of images whir:h Eeo's theory" connecting 'systems
of expression' to 'systems of'content- advances (refer chapter two: 24-25). Embedded
within this theory is the idea that the relatioaship between an image ...expression unit ..
and the meantng or understanding - content unit ..with wt1icb we infuse it, is coded or
constructed and that thls relati mship between image and meaning is therefore
temporary and variable. Eco thus forwards the ideo that images will have different
meanings to different reeders or viewers.
III relation to the portraits of Freud and \Varhol. I propose that a careful examination
Qfthc way inwhich a particular artist mobilises the signs and coaventions available. is
capable of suggesti"1g the preoccupanens and drives which give rise to the use of such
ecmblnaticns and nelp to suggest the possible and mutable meanings of'the work.
My 0\\11 interpretation of their portraits is thus exactly that ~ a sul~ective
interpretation. Such an examination involves looking at how the artists' choice of
medium, stylet process and subject can serve to inform the viewer of the artists'
relationship with the sitter.
The fifth chapter considers my 0\\"1 practical output and considers how the issues
raised in the previous chapters are reflected ill the work whil;;h I have been doing. It is
my intention that the images themselves be censideree as intrinsic to the research. In
the same way that theoretical research is a systematic inquiry, a search for
understanding, so too the imeges were made not in order to complement or iUustrate
the written component oftlle dlssertation, but in the textural exploration of the same
ideas. Each area has impacted on the other and questions in the theory have drawn
attention to areas of practice while practical issues have profoundly influenced the
course which the theory has taken.
Finally, I have included a photo-essay, which is purely pictorial and consists of
selected images which 'Werenot included in chapter five .. for want of space.
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CHAPTER ONE
LIKENESS
9
,\.,.
...:~.,I~
n,
l'i
»1,.
1 Pablo Picasso, Nudtt with Hat ill the Studio, 1954, India ink on paper, (dimrmsl"ems
not provided}.
"A style - any style ...is by defillition 11.0 1110rethan a series of conventiom••n
Linda Nochlin I
The issue of likeness has been one ortlle central concerns Ofa.l entire tradition of\Vestem art
histm)' and aesthetics since the time of Plato. PInto examined the issues of mimesis. tmth~
reality as well as notions such as objectivity and subjectivity. AU these ideas relate directly to
the notion of likeness. 111e traditioll!ll. Western definition of the concept usually giver.
equates it with a mimetic realism. or a truthful, objective copy of nature or the human subject.
Such a view is 1" monstreted by the 1863 Barnes \'8 Ingalls case, involving the work of a
portrait photogr11"her. The judge stated:
A most important requisite of a gOl portrait Is, that it shal! be a correct
likeness of the criginak 11!1d although only 'experts' may be competent to
decide whether it is well executed in other respects. the question whether a
portrait is like the person/or whom it was inte1ld-eci is one tn 'which it requires
no special skill in, or knowledge of. the urt a/paiming to detormm« ....The fact
of likeness or resemblance, is one open to the observation of'the senses, and no
peculiar skill is requisite to qualify one to testifY to it:!(Italics added).
A brief look at Realism and its pursuit of the 'objective' will reveal that its conception of
'truth'. 'the real' and 'the natural' are a set of conventions which are constructed socially. This
being so, we are directed towards a clearer comprehension of the concept of likenessi that it
then too is rooted in convention; that it is consciously constructed by the artist and the choices
she or h= makes regarding style, medium, process and suqject matter.
Whilst Realism is used to define a stylistic category ill the visual arts, the term is also cI()sely
connected to central philosophical issues. The prlmary ain~ of Realism was to give a t111th1\11.
objective and impartial representation of the real world based on meticulous o'lrorvation of
contemporary life (Nochlin, 1911 :13). Because this principle was hy far the most important
tenet of the Realist tradition, Realism also provides the clearest example for high1isllting the
problems implicit in the pursuit of'a 'styleless' and 'value-free' world view.
All forms of Realism, regardless of time or place. ale marked by a desire for verisimilitude of
one kind or another. While the 19th Century Realists came to equate belief in ol~ective
Nochlin, L. R,wlism (1911:51).
~ Brilliant, R. Pm·tl'flitm·c~ (l991::!:\).
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factual reality M whatever that might be .. \vith the total content of belief itself. the realism of
an its predecessors. for example. Van Eyek, Caravagglc, Gericault and Titian. believed in the
rE:3Htyof something other and beyond that of the mere external, t:111g~blefacts they saw
before them (Nochlin. 1911 :4$). However, there can be no perception in 3 cultural vacuum
and certainly no notational system for recording it. unaffected by both the coarser and the
subtler variants of period. personality and milieu (Nochlhl. 1971:51). The obsession \villI
critical observation and the belief'In the 'facts' as the sole basis of truth, are themselves values
tNochHn.1971:53).
Realistic observation can provide the materials for art but it cannot be that::41 itself.::IAs soon
as Que's percepticn of reality is translated into an image. the use of conventions is inevitable.
Further, the artist must structure his material and thus imposes himself on it. He cannot
achieve complete objectivity (Stmmberg, 1968:)1\'iii). Realism is then only ever possible
within the boundaries of a particular style with particular aims and values.
Central to this process of sorting. sifting an, rganising is the mind of the artist. his or her
purposes and intentions, ideologies and psychic peculiarities. This art of selecting is based on
an understanding of what is or isn't important, and the selection mayor may not be based on
an accepted value system (Stromberg, 1965:xviii-xix):
The painter makes real to others his innermost feelings about all that he cares
for. A secret becomes known to everyone who views the picture through the
intensity with whicll it is felt. The painter must give a cOi11j:,Ietely free reign to
any feelings or sensations which he may have and reject nothing to wldeh be is
naturally drawn. It is just this sc~f:.indlllge#,(}ewhich acts for him as tile
discipline through which he discai'ds what is inessential to him and so
crystaltise: his tastes (Lucian Freud. 1954:23) (Italics added) .
.4.11work is thus r-elated to a particular world view. to a context of interdependent beliefs and
ideas about what is good and bad; true and false and about the nature of existence and the
means for investigating it. 111erealist ideal then. of 'pure' perception and its accurate notation.
their choice of subject matter, the medium and the style of their painting could not be freed of
all pre"'ious knowledge. There are no 'value vacuums' in human history (Nochlin, 1911:53)
(Italics added) .
.~ Stromberg\ R. tcd) Reoitsm. M.ltm·ali~m. and S.l'mboiism (l968:xvUi).
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The commonplace notion that Realism and Naturalism" are transparent or 'styleless' styles,
acts only as a barrier to understanding these movements as historical and stylistic phenomena
(Noddin. 1971: 14). The e.aim that Realism and Naturalism reflect a world without values.
possessing "reality" and nothing more, Of "nothing but" the facts, is. in itself -onfused.
Realism and Naturalism mu« be defined by their hlstorical content and the CUltural
phenomena of the times (Stromberg. 1968:xix); for example, the Realists reacted to the
historical ane! cultural phenomenon of the Romantics, Realistic and naturalistic likenesses
should be regarded as particular styles of painting which are no more 'real' 01' 'natural' than.
for example, abstract or even conceptual on-making. A style ~ any style - is by definitio1l no
more than a series of conventions (Nochlin, 1971 :51 j(Italics added).
Having maintained that the representation of die real or the natural are no more than
constructed conventions, this research centres on the investigation into the question of what
the constructed conventions associated with likeness are in the creation of a portrait-image,
Central to the investigation is the understanding that likeness is a construct of the artist,
'varying as each perception of another [person} may vary'.!'
The construction of a likeness is often a direct manifestation of the artist's relationship to the
subiect and of a whole set of intricate relationships between artist, subject and viewer.
Further. the relationship of tila artist to her or his context and social environment, as well as
the use of medium. style of painting and choice of subject matter are components of this
construction,"
This chapter now looks at the notions of resemblance and recognition W1lich help to define
the nature of portraiture in relation to concepts of likeness. It notes the limitations of the
traditionally accepted understanding of likeness (refer Burnes vs Ingalls finding. p.lO) and
briefly considers other methods of identification and representation in portraits.
If one is dealing with portraiture. one unavoldably has to deal with the issue of likeness. The
characteristic which distinguishe~ portrait-painting from any other kind of painting is till?
Stromberg writes that Naturalism was often regarded as a subdivision or offshoot of
Realism. Inhis text. Realism. Naturalism, and S.vmbolism, he often conflates the two.
~ Brilliant. R. "Portraits: TIle llmltations of Likeness" Art Jouma146.3 (19&1: 172).
(, The use of conventions come into play when these relations between artist, subject
and viewer are translated into an image. These transactions and tbeir implications are
explored in the theory sections. TIH~presence of'theso issues in the work of Freud and
Warho] is explored ill n more expansive fashion in chapter f0\11\ and also in relation to
my own work. discussed in chapter five.
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intended relationship between the image and the sitter. This intended connection makes the
issue of likeness and its portrayal. a central concern,
Richard Brimant contends that ~paradoxically ..
even the notion of likeness assumes some degree of difference between the
portrait image and the person, otherwise they would be identical and no
question of'Iikeress would arise (Brilliant. 1991:25).
He questions the possibility of exact reduplication, thus throwing open to dispute the degree
of resemblance necessary to establish a likeness.
If resemblance, as philosopher David Hwne suggests, is dependent on the memory which
raises up the image of past perceptions. then the resemblance of the image to the subject may
be determined more by the shared perceptions of the viewer and the artist. than it is by
descriptive exactness,'
Supporting Hume's argument, E.H. Gombrich suggests that perception al\:\lays stands in need
cf universals, and that we could 110t perceive and recognise our fellow creatures if we could
not pick out the essential and separate it from the accidental:
consider what is involved in this perceptual feat of visually recognising an
individual member of a species out of the herd. the flock or the crowd. Not
only will the light and the angle of vision change as it does with all object!), the
whole configuration of the face is in perpetual movement, a movement which
somehow does not affect the experience ofphysiogt1on4c identity. liS
One is able to inter that
if detail is not essential for recognition in daily life, then one should imagine
that it is also unnecessary for recognising faces in portraits (BriIJiant,
1991:110).
David Hume, nOf Personal ll.ientity" in Sth edt A Treatise of Human Nature. LVI
(eds) Green, T.H.& Grose. T.H. (1898:541)
Gomhrich, B.B. UTIle mask anct the face: the perception of physiognlnuic likeness in
life and in art" in Gombricl; ~ql,,4rt. p(:l'I;."£"pti(mfind Reali{\' (1972:3).
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However, it is the l'e./cl'entiality of portraits which subjects them to an evaluation (1f their
veracity 3S portrait images. The portrait image as a simulacrum, though it is dependent 011 its.
source of reference. or its subject. to be regarded as a portrait at all, must stand independently
and must be deliberately differentiated from the human original, since, as Plato understood. it
can never be anything more than a false copy (Brilliant. 1987:171). Andrew Benjamin
qualifies this when he states that
any representation must lack authenticity in its striving to be authentic. in that
a painting of a bowl of oranges can never be the same as a bowl of oranges."
So it seems funt 'falsity' or the failure of complete correspondence, is an essential ingredient
in me concept of likeness and that portrait images need to be consciously 'false' with regard to
their subjects. if they are to have validity as works of art (Brilliant, 1981:171-2), This is
perhaps. all works of art can hope to have since they cannot be the subject. However, it
remains crucial that some resemblance between the subject and the image exists.
Even with the highly constructed and fragmented nature of Cubist painting; for example.
portrait-images always retain some reference or resemblance to their subjects. The
elimination of traditional chiaroscuro an i perspective, and tile highly analytica] and faceted
nature of cubist paintings clearly admit their nature as constructed images.
Noting the difficulty hnplicit ill the fixed nature of images intended to resemble or convey
life. philosopher Henri Bergson (1859 ..1941j, echoing the words of David Hume, stressed the
role of duration ill experience: with the passage of time an observer accumulates in his
memory a store of perceptual information about a given object in the external visible world,
and this accumulated experience becomes the basis for the observer's conceptual knowledge
of that object. This process is analogous to the cubist methods of 1908 ..10 (Fry, 1966:38).
Whilst distinctly constructed. the simultaneous presence in a cubist painting of multiple
perceptions from discrete points of view. implies movement and the images consequently
assume a distorted, non-perspectival form (Fry 1966:32)10. However, these structures or
components of Cubist movement paintings are pursued in an effort to realise a greater or
more complete 'reality', necessarily extended beyond the boundaries of illusionistic
~--.----------------
IiI
Beryamill~A. "Lucian Freud's Self"Pol'traits1\ in A.l:J.Brit;ShArt Non' (1983:26).
The attempt to suggest movement and the resulting distortion will be picked up again
at a later point with reference to the work of Francis Bacon.
Ii
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2 Pablo Picasso, Portrait of Wilhelm Udhe, 1910, oil 011 canvas, 81 x GOem.
.epresentation, For example, Picasso's Portrait qfJf'illwlm Udhe {l910),H whilst essentially
non-illusionistic and divided into multiple fragments" still retains a reference to the human
original. There is a revealing story of how Udhe was recognised 'in the flesh', for the first
time, by someone who had only seen Picasso's portrait of him.
Later Cubism did not include all the qualities of a given object.. but ollly those which
characterised it sufficiently wen ...its characteristic form, colour, texture. silhouette - to permit
unequivocal recognition (Fry. 1966:39). The inclusion of'elues' • words, letters and numbers
prevented their paintings from appearing to be absolutely flat abstractions (Fry. 1966::;;J.
Cubism also addresses the notion that visual perception of an object is not necessarily the way
that it is. or all that it is. Perhaps the roots of conceptual portraiture are to be found here.
Maurice Ravnal wrote in 19!:2 that..
the quest for truth has to be undertaken not merely with the aid of what we see,
but of what we conceive,"
Both stages of Cubism maintain an ultimate reliance on the visual world, (Fry, 1966:26) and
show attempts to render the subject more 'truthfully',. albeit in 11 less literal or optical manner,
Cubism engages with new ways of addressing the external world, and offers, perhaps, a more
comprehenslv e interpretation.
The portmlt-Image remains a representation of and distinct from the subject. The construction
of the portrait-image unavoidably involves the artist's 0\\11 interpretation of'his or her subject:
People are driven towards making works of art, not by familiarity with the
process by which this is done, but by a necessity to communicate their feelings
about the object of their choice with such intensity that these feelings become
infectious (Lucian Freud. 1954:23).
Gombrleh notes. that as viewers.
we tend to project life and expression onto the arrester image and supplement
from OUl' OW11 experience what is not actually present (Gombrich, 1972:17).
II Wilhehu Udhe was a German critic and a collector of cubism. He was also one of
Picasso's dealers.
."~ Raynal, M. "Conception rind Vision", in Fry (1966:94) .
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A quotation such as this seems to confirm Gombrich's assertion that likeness ill a portrait
image. as intended by the ortist. is understood through th« shared perceptions of the artist
and the viewer. Perhaps Gombneh's statement goes as far as clarifying the importance of the
viewer's role in completing the image for her or himself. It illustrates part of the complicated
set of transactions which arise between the artist. the sitter and the viewer as a result of the
creation of a portrait. and all the complexities involved in constructing a likeness.
An added difficulty in deciphering au\hGnticity in a portrait, even, and perhaps especially
when one is dealing with a 'mimetic-descriptive' approach, lies within the stillness of an
image:
If a man stands still and immobile. he is never as much like Ilimself as when
be moves about."
The advent of the camera and snapshot photography visually exposed the paradox of trying to
capture life in a static image. TIle fixed quality \.if .111 image negates the elements of time. n(t
movement which are intrinsic to our relations with others. Photographed images, and even
some painted images, where photographs have been used as source material, capture ~pIit
second instances. These instances are isolated from a flow of animated, active, dyJ'~nnic
sequences of light, motion and time, which is how we know others. These split second
instances then appear to the viewer to be uncharacteristic and unlike the subject. Perhaps one
could go so far as to say that the greater the mimetic description, the more acute one's
awareness is of the stillness or momentary quality of the portrait and of one's feeling that the
degree of likeness between image and subject is greatly reduced. As Socrates notes, since
images are very far from having qualities which are the exact counterpart of the realities
which they represent. one must find some other principle of truth in images.14 Therefore. an
extended interpretative aspect is required by the image in order to develop it beyond the
mimetic or purely op·:ca1. In other words, a portrait which reveals to the viewer some kind of
non visual element such as a feeling or a mood can greatly add to (lUI' Interpretation of the
sitter. For example, the images of Francis Bacon are intended to convey just such an extended
interpruative aspect:
B Domenico Bernini, SOil of Gian Lorenzo Bernini. Quoted in Wittkower,R. Charlton
Lectures on Art: Bernini': bus: Q.fLouis xrv (19S 1:7).
14 Plato! (trans: Jowett. B.) "Cratylus", in Thr; Dialogues of Plato. 4th ed. VoI.3
(1953:96).
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.".
•..vue wants [an image] to be as factual as possible and at tile same time as
deeply suggestive or deeply unlocking of'areas of sensation ... (Bacon)",
Bacon's portrayal of likeness in a portrait image is thus hound to creating that likeness in a
very oblique way:
I'm always hoping to deform peOi)le into appearance (Baco« in Sylvester
1987:146).
The use of distortion. or disruption can be seen to relate to Bacon's desire for form to be at
once very precise and very ambiguous (Sylvester, 1987:118). Bacon's use of distortion and
the particular fluidity of his paint, as well as his use of the triptych and images ill series, serve
to suggest a sense of movement. Perhaps it is in the orstortlon whicb occurs in tile split
second instance of a photographic image which Bacon picks up 011 and transforms. in his
painted images. to imply movement rather than to simply render an attested moment. Bacon
states that
.•.facts themselves are ambiguous, .•.appearances me ambiguous, and this way
of recording form is nearer to the fact by its ambiguity of recording (Sylvester,
1987:57).
Having examined the fugitiv~ nature of appearance and the problems of distortion, movement
and truth regarding likeness and its representation. one .uld conclude thnt the veracity of
portrait images is not restricted to their degree ofmimetie description 01' surface likeness.
People move and people also change, at least in their external appearances, Picasso clearly
understood this. Regarding his Portrait of Gertrude Ste >11 (1906)t and the ol~ections to the
likeness. 01' iack of it, he said
everybody thinks that the poruait is not like her. but never mind. in the end she
will look like the portrait, If>
Alternatively. Gombrich suggests that th~:'portraitist who wants to compensate for the absence
of movement in an image must so exploit the ambiguities of the arrested face that the
multiplicities of possible readings result in the semblance oflii.e (Gombrich, 1972:17). In this
!~ Sylvester. D. The Bruttl!ity ·,:~fFact- T11Iei'views u'ith Francis Baron (1987:.56).
1(, Boeck,\V. and Sabartes, J. Pteasso (1955:136),
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way. portraits can concentrate many images of one person into a single image, they can
consolidate many representatlons into one consolidated image. TIle PllfS'Qit of capturing
movement ina painting may 11Cip to achieve a greater likeness to the eriginal, despite the fact
that the image itself remains static."
Clearly ..the concept of likeness is both complex. and limiting. Because of these limits and the
failure of even the most mimetic description to render 'authenticity', many artists have
rejected a rigid descriptive surface likeness. challenging the assumption that easy visual
recognition is rut essential requirement, and searching rather, for the expression of some
essential quality w a visual equivalence for the inner character of the "lbjct.'t. This equivalence
can bring the viewer nearer or further from tile perception of likeness. Art historian, Allen
Wardel1\ goes further and suggests that
although some form of physical resemblance is an element, even a dominant
one, in many portraits, its rendition is by no means the only method by which
the individual qualities of a person can be effeetively represented. Such
devices as the use of emblems, symbols, name, costume. pose and
surroundings are sometimes even more important than likeness in creating a
successful portrait."
He goes on to note that
solutions to the problem of the depiction of individuals exterd far beyond
representatlon of physical eharacteristlcs ... (Wardell 1990:9).
This is especially true when an individual's persona, or even a single facial feature which
embodies that persona. offt'·~ ~'~oreImviediate point ~t'recognition than a complete image
of the individual might ~f" in the case of Mick Jagger or Hitler, for example, the
association of images ena. ~ recogns'ou in that a very large mouth. can represent Miek
Jagger or a nf-'1'OW moustache can r;;}:u~selltHitler. Assoeiative identitication operates on
1": Freud seems to fight against the notion of'Hkeness, which k;llies difference in much
ofi;le literature, maintsining that he would wish his portraits ~Jbe 'of' the people, not
'like' them. and that for him, the paint is the person, This equation of flesh and p~lint
\\'iU be elaborated upon in ~hefourth and fifth chapters.
Taken from Introduction written by Wardell, A. in Likeness and Bc._wmd: Portl'tlits
fron: ..{lNc·a and the World (cds) Borgatti, J. and Brilliant. R. (1990'8).
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3 EdQllard ~,,1atlet~Portrait Q/Emil() Zolelt 1868. oil on canvas, 144 x 113 em
verbal level as well. By way of example, few would eontest the oft-quoted reference to 'his
child ..bearing lips' as a 'direct' allusion to Mick Jagger. Of course tllis kind of recognition is
dependent on a fairly high. degree of fX"lliIiarity \\;t11 the icons of a particular society
Conversely. it is the use of constructed personae or 'social facades' wbic1' allow actors.
through tile use of costume or mask. to adopt or suggest another liersonu1ity. their OW11
features remainill~ essentialIr unchanged, Personae are not limited to the famous, and the
artist's use of such s)'mbols (If signs to represent a non..public figure. would then limit the
recognition of the person to a few close associates.
Evidently, recognition does not depend Oil lite imitation 01'cl(!scriptivl~ oj individual fi:arur('s
so much as it does on a em?!1...qul'Gtirm of clues. 1<> At this point the discussion approaches the
area of caricature and whilst this dissertation does not examine 111isarea in depth, caricature is
indeed a significant way of'illustrating the discovery ofHke ill unlike
Emblematic portraits and oilier types of portraiture such as generic portraits~':f)which expand
on the conventional and sometimes Inadequate understanding of portraits as lik~tlesses
primarily. whilst interesting and important in the study of portraiture, cannot be investigated
here, However. certain examples of such portraiture ,,!'in ilC examined in so far £!sthey relate
to the concept of recognition which is neeessarily dealt with within the parameters of tNS!
dissertation.
As already mentioned. in portraits, recognition is not necessarily reliant on detail. It is
sometimes reliant on suggestion, or it is based on the idt:ntification~by the viewer, of some
kind of sign 01' symbol which has come to represent the subject. These do not vlways {efe!'to
the facial features, Emblematic elements often occur in portraits! as eomplemems to the
subject portrayed. TIley can extend our understanding and knowledge of the person
represented,
In Mallet's Portrait t1f Emile Zola, for example, the inclusion of books, pamphlets! papers,
quills and various art images including a pbotograph of Maners earlier painVng, O{vmpia
{1863}, make a fairly obvious reference to Zola as writer, as art critic and, perhaps more
obscure lv, as defender of M.met's talent. From what I understand of the literature, it is.
19 Gombrlch, E.N. !lTIle I~xperiment of'the Caricature" inArt and Illusion (1960:345).
Generic portraits Nfcr to specific individuals. but the physical features are
standardised. Thus, unless such portraits are aecompanied by information as to
identity, either U n-me or Q given eontec, they are not recognisable as individuals to
an out~ider because the features are generalised (Borgatti and Brilliant, )990:1(3).
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4 Almand Arman, Portrou fifWal'ha:. '987~mixed media on board, ISSx 90 em.
possible that the likeness. or the viewer's recognition of Zola is reliant almost entirely on the
stU! life" component of the painting. George Heard Hamilton writes that
it is in the accessories rather than in the roee. and figure that the interest of the
painting lies. for neither here nor elsewhere did Manet display any particular
gift for revealing the psychological personality of his male sitters,:;'
Further. it has been sne~e:>ted that Manet transferred to 2010 0 large measure of his 0\\11
physical distinction and sartorial elegance, and that the porttait is more hi£hly charged with
Manet's personality than it is with ZoIa's.~:'
Se it would seem that Manet's portrait ofZolu is not based solel~' 011 descriptive exactness and
the viewer's recognition of the subject is reliant, to a large degree, on tile inclusion of the
'accessories' or symbolic elements. Thus with this evocation of his own presence through the
portrayal of 2:01a+Maner has fashioned an abstract. non-descriptlve, but pertinent
characterisation ofhimself(Bri11iantl 1991 :83).
An a!1ist's personal style can penetrate so deeply into the work that the portrait
undergoes a peculiar deformation, recognisable as a sign of'its maker.~~
Jane Austen's novel. Emma. plays 011 just this ambiguity. Intent on making an eligible
bachelor fall ill love with her friend Harriet. Emma paints a portrait of Harriet for the man.
The matchmaking is foiled. he .rever, when the young man takes the portrait not as an image
of Harriet's charms but as an expression of Emma's talent. He fulls in love with Emm,t.
Austen's fable indicates that e portraitist may be telling more about herself than about her
stallt!.; ::A BrHtiant adds, with reference to Bacon that
the strength of this persona] vision of the 'other' charncteristically reshapes
Francis Bacon's portraits. 110matter w1\0 the sulneat is (Brmiant~ 1990:26).
Sometimes. the emblems or symbols stand in for the subject altogether. This is clearly
illustrated in Armand Arman's Portrait of n"al'lwl (1987). This assemblage is a collection of
---------------------
Hamilton. G.B. Mane: and his Critics (1986:115).
Faison, S.t. "Manet's POltrait of Zola" ~laga:incvlAtt Vol. 42 (1949: 162-8).
Brilliant. R. "Portralts: A Recurrent Genre in World Art" in Likeness and BC'yond.
Portraits from AiHtYI and the World (eds) Brilliant, R. and Borgatti~ J. (1990:26).
to: - ".
Steiner, \V. "Postmodemist Portraits" At! .loumal46.3 (1981: 113)
20
the tools of the subject's trade as an artist, his characteristic uniform, and his distinctive
trademark, the shock ef white hair, without which \Var}101would not be 'Warho!' (Brilliant.
1990:2'1). His 'paraphernalia' makes a more immediate reference to 'Andy Warhol' than all
image of his 0\\11 faee would. Significantly, when Henry Geldzahler interviewed Robert
Rosenblum about Andy Warbol ..one of the questions which he asked was:
\Vhen you see a portrait of Mari1j'11 Monroe by Andy \Varhol! who do you
think of first, Andy or MariIyn?~$
Warhol was more widely known for what be did and was more directly identifled by his work
and by his own constructed personal image. than by his actual facial features. DepelldiJlg~
then. on one's perception of'Iikeness, this portrait is as much. ifnot mcre.Iike War}loI as auy
other.
To sum up, while the notion of likeness assumes some degree of difference between the
portrait image and the person, the portrait genre itself has necessarily been extended into
areas which re..address the importance of issues such as recognition and the purely optical
versus the conceptual portrait. All kinds of portraits attempt in some way to represent the
'other'. TIle use of distortion both to imply or suggest movement and change, and the
relationship of distortion to caricature with its discovery of 'like in unlike' are some ways ill
which the portrait genre is extended. Caricature in tum relates to th~ iIea of the persona or
constructed image, and along with other issues, these have become vital elements or
considerations in the construction of a portrait likeness. No portrait. however 'realistic' is
simply and solely a representation of physical characteristics (Wardell, A. in Borgatti and
Brilliant, 1990:9).
Concretising the notion that likenesses are highly constructed. the next chapter deals with
some aspects of perception, intellectual construing and recognition, and theh' relationship to
the ongoing debate between what is natural and what is conventional, or constructed.
~~ Getdzalll~l\ H. "An!.ly Warhol: Virginal VoycurU in Am{p U"cu'lwl. Pfwtraits (eds)
Geldzahler, H. & Rosenblum, R. (1993:13).
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CHAPTER T\VO
PROBLEMS OF PERCEPTION AND REPRESENTATION
IN THE CONSTRUCTION OF LIKENESS
"1\10fact is witltout itsfictioll. tf
Ira B. Nadel t
Chapter one suggests that likeness itself is an unfixed concept, constructed and bound
by specific sets of conventions and relations, intentions and attitudes. TIns chapter
explores the idea of image-making as social construct; of art ..making as a system of
signs and of the recognition of images as socletal. I would like to suggest that the way
in wllich .. and the degree to which .. we understand likeness in an image is related to
our recognition of these signs. or social codes.
2.1 Nature and eonventien
Likeness is constructed by the artist using representational conventions which are
themselves socially constructed. Codes of recognition are formed dynamically through
continuous usage and successive change. As indicated in chapter one, the test of a
truthful likeness is never simply 'the real world' but some standard construction of the
world. This is the position which Nelson Goodman assumes in his seminal text
La, :uages of AI'I.He states that
realistic representation •..depends 110t upon imitation or illusion or
information f "l upon inculcation,"
and is thus based on a kind of social consensus. E.H. Gombrich who has been the
most outspoken critic of this conventionalist or relativist position held by Goodman
and others such as Norman Bryson, regards this posltion as extreme. In his text. Art
and Illusion (l960)l Gombrieh stresses that soma of our reactions, and those of
animals. are lnstinetlve or given in that we are programmed with a survival instinct.
Thus he questions ii'hieh part of our response to the world is 'natural', i,e. entirely
instinctive, and which is cunvcntional, i.e. acquired.
Oombricl1ls position is most interesting. He has amassed a great dral of evidence to
show tbut the way we see and depict depends upon and varies with experience.
practice, interests and attitudes. Yet his position shifts to one of arguing against this
Nadel. 1.13."The Biographerts secret" in Studies in .4uroiJiogmphl\ (cd) OIney~
J. (1988:24).
~ OO(ldmun. N. Languages o/Art, (1969:38).
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relativist or conventionalist consensus which he helped to form. By setting himself up
against a purely conventionalist position Gombriclr manages to establish a nuance in
their argument which they have failed to acknowledge.
\VOl'ktug against the conventionalist pcsition, Gcmbrich argues for distinctions
between two kinds of representation ,..pictures as opposed to maps, and images as
opposed to texts ... suggesting that the former at" natural and the latter are
conventional.
Goodman, on the other hand. argues that the difference one perceives. is, in effect,
between kinds of convention. The sign systems of reading and mathematics. for
example, are fundamentally the same as those of painting; based on an understanding
of codes and the ability to use themr'
the boundary line between texts and images, pictures and paragraphs. is
drawn by a history of practical differences ill the use of different sorts
of symbolic marks. not by a metaphysical divide,"
Thus. tIll,..differences between sign-types are matters of use. habit. and convention. In
later work. Gombrich apelogises for undermlnlng the distinction between images
which are 'naturally recognisable' because flit(v arc imitations, and words which are
based on conventions and recognisable through Iearning.! He changes his line of
thinking and his distinctions are then no Imi[1\!r between that which is conventional
and that which is innate or natural, but between those signs which are natural and
those S(OSI1S which are conventional.
It is at this point that Gombrlcll's argument is most useful; lla'ving conceded that all
images are based in convention, be argues that some images • or some conventions ...
are more 'natural' than others. This argument is hinged on Gombrich's ooliefthat one..
point ..perspective - upon which \Vest~m illusionistic representation is based .. is the
formal convention closest able to reflect or capture the wuy in which he believes that
Bryson, N. "Semiology and Visual Interpretation" in Visual 111(;01')\ (eds)
Bryson. N. HollJ\ M.A. Moxey, K. (1991:64 ..5).
Mitchell, WJ.T. Jc01W[Og1:: Image. Text; Idcology. (1986:69)
Gombrleh, f.R. "Image and Code: Scope and Limits of Conventionalism in
Pictorial Representation" in Image and Code. (ed) Steiner, W. (1981:11).
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vision happens, He tbr ~ ore sees the convention of perspective as more 'natural' than
other conventions."
In opposition. supporting the idea that different sets of conventions are used for
representing different things. Goodman offers
That a picture looks like nature often means only that it looks the w~y
nature is usually painted (1969:38~9).
This chapter elaborates upon some of the issues in this debate. which establishes much
of the theory foregrounded in the discussion in chapter four. Indeed, tunny of the
questions which I ask in the fifth chapter, with regard to my own practical research
have their foundations in this debate.
The next section discusses the nature of painting as a system of signs. It motivates ..as
the sub-heading suggests - a conventionalist approach to painting. Tile section
thereafter re-considers Gombrich's argument which docs much to unsettle the
conventionalist assertion of the purely 'social nature of signs' - which is the sub ..
heading of that section. My own position with regard to the nature-convention issue is
also reviewed in that section.
2.1.1 Painting as a system ofsigns
The portrait as a genre involves a number of apparent contradictions. Most
importantly, it is both a work of art and a document. Thus, the portrait poses the
general artistic problem of the aesthetic versus the referential as an overt conflict: it
represents a real person whose actuality it announces through its title and through
'individualizing' detail: at the same time. it presents itself as a work of art .. often
framed, highly structured, of interest in and of itself. '1
In the end. one-point ..perspective and its ellvsion to one-moment-in ..time is the
paradox that likeness hinges on: the fixed moment is less 'like' than those
representations of likeness which account - in some way .. for the duration of
time and mo .emem, such m~ill Cubism.
Steiner, W, Exac: Rescmblancp to Exact Rcsemblan,:x;.. The [,itt:l'm:v
Portraitur« of(ie1'tl'ude Stein. (1978:4·5).
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5 Encaustic portrait on a ,vrapl)cdmummy, Romllno~Egyptinn, ea. 200 AD, detail.
The fact that neither a mug shot nor ru~allegorical painting. neither a
police description nor a play ofhumours'' is a portrait. indicates that the
co-presence of artistry and reference to spsciflc reahty is essential to
the portrait genre (Steiner. 1978:4~5).
\Vendy Steiner 'writes that this double property of the portrait-Image as both artwork
and referent ..can be seen to bl! exploited in the earliest portraiture of ancient funerary
masks and statues. Wl1icll aim~d at both a representation of the deceased and a direct
experience of her or him through the work. Portrait silhouettes and miniatures also
create this magical presence, putting a loved one, whether dead or absent, constantly
and intimately in touch with the Wearer of the likeness, More practically, portraits or
photographs of officials are used in public places such as courts of law and post
offices to summon up the authority of the official~ to endow the place witlI his
characteristics. This ability of the portrait to 'render its subject present' is, in fact its
most central characteristic (Steiner, 1918:5}. Thus. that a portrait can 'stand for' a
particular human being, allows for the image to be seen as a sign. Steiner quotes R.O.
Collingwood, \1:110 states that
the true definition of representative art is Pilt that the artifact resembles
an original, but that the feeling evoked by the artifact resembles the
feeling evoked by the original. When a portrait is said to be like the
sitter. what is meant is that the spectator, when he looks at the portrait,
'feels 2S if he were in the sitter's presence. Seen in this way then, the
portrait is a sign for its subject (Collingwcod in Steiner, 1918:5).
Thus. it is in relation to a socially determined body of codes, and not in relation to
some immutable 'universal visual experience', that the realism of an image [or the
likeness ofa portrait] should be understood." To see a portrait 3S a sign is to see it as :
social construct. A semiological approach to art would start from the observation that,
as complex social creatures who live in a world of elaborate and nuanced social
meanings, our visual experience is far more complicated than models of simple visual
Identification sugg- st. Portraits, and by logical inference, their likenesses arc thus
constructed socinl"v, a view which is semiological or conventionalist ill that it regards
painting as a system of socially constructed signs.
1 presume that a 'play (If humours! refers to the kind of caricature which is
based on.satire.
Bryson, N. Vision and Painting .. The Logic oltlw Gaze, (1983:13)
:>6
In A Theory of Semioti(.~s.Umberto Eco outlines just such a coded approach to tb',
understanding of images. His line of reasoning is divided into a t~ ory of codes (If
systems of signification and a theory of sign production which is the process of
•• wed £:'commumcenon, 0 es are sets 0.1. conven; ons which connect systems of
'expression' to systems of 'content'. In other words. codes enable us to recognise a._
word. a gesture, an image as standing for a particular meaning. Both kinds of system
are structural: the $J:::ntityof every unit depends entirely on its relations \' ,til other
units in the same system (Eco, 1976:48·51).
Semioticlans have USU:1Uy accepted Charles Peirce's distinctions between symbols.
indices and icons. In all three cases something IS seer as standing for something else!
with the symbol the 'standing for' relationship is arbitrary md therefore coded; with
the icon the 'standing for' relation-hip is one of t.,.semblance; with the indexical sign
the 'standing fort relationship is causal; the index is understood to be connected to the
real object, causally. The content or meaning of icons and indices thus depends on
their relationship with the real world, whereas thot of symbols does not,"
Eeo, however, rejects this trichotomy and subatitutes for Peirce's nenon \.If the sign
that of sign function. He writes that whenever something is perceived as standing for
something else a sign function occurs. and whenever a sign function occurs, it
depends on a coded relationship between a unit of expression and a unit of content.
Thus what Fco refers to as a sign function is the encoded meaning which is found In
the correlation between an expression unit and a content unit. For Eeo these sign
-----
"e ,
.t!\:o,u Theorv of Semiotios, (1976:4).
Silverman. K. The Subieo; of Semiotics.{1983~14..2S). Peirce ':vdtes that a
symbol is a sign which refers to the object that it denotes by vinue of a law;
natural languages and notational systems of all sorts are pre-errdnently
symbolic (20).
'Indexes' have an intrinsic relation to the referent. like smoke to fire.
Another example which Peirce cites as an indexical sign is a s-ymptom: the
signifying capacity of the symptom inheres not in its pbysi<.alresidence within
the patients body. but in its ability to assist the physician in making n
diagnosis. Because the indexical sign is understood to be connected to the real
object, it is capable of making that object conceptually present(l9 ..20).
An iconic sign's 'resemblance' need not aim for ';'tlcul ll.usionlsm. A
blueprint and a photograph of a house are both iconic signs of a house.
Convention plays a central role in iconic 1.iignificatiollin that we need to be
sebcoled in systems of representatbn before certain signiflers will reveal their
iconidty to us (24).
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functions are temporarily encoded relationships. changing as cultures change, In no
case does the meaning or content of the unit of expression depend on its relationship
with the real world (Eco, 1976:48..~,I ).1: Seen in this way, Scots position can be linked
closely to the conventionalist views oftheorists such as Nelson Goodman. for whom
there is an absolute plasticity in tne world:
There is IlO way the world is. there are only the conventions of its
orgmisaticn. There is no innocent eye. The eye is tainted hy the
original sin of cognition. g
Representation or Image-maklng is linked both to our perception and to our
conception of reality, The representation of our perceptions \vilt involve the use of
some kind of medium. It is at this point that codes and conventions come into play.
TIn convergence between picture and model, between thought and
world. is not easily attained. The mind does not jump directly t1om the
perceptual notion of spatial continuity to a conceptual or
representational schema able to express this,"
Ret" ,,~:ntation .. of any kind .. can therefore be seen to be reliar·t on a system of
conventions and will thus always be coded.
A system of conventlons such as a language, is discussed in Hal Foster's artiele, "The
Expressive Fallacy" where he discusses the idea of (\tPI'CSsi011ism as a specific
---~----------------
e.g, when we recognise the picture of a dog as a pictur~ of a dog. we establish
a r~lationship not between an image "unit of expression) and ~ real animal. but
between an image and a eultnral unit (lmit of content) .. the idea of n dog. Its
significance derives entirely from its relntionsllip with other cultural units, not
from its relationship with the real animal kingdom. This is u structuralist
definition (Eco, 1976:66 ..8).
EC<>iS theory if! regarded in greater detail in chapter four with specific reference
to the works of Freud and \Varhol and to the process of understanding or
reading images.
Danto, A.C. "Deserlptk-n and Phenomenology ofPcrception11 in l'i~~ualTlwm:\'
(eds) Bryson et at (1991 :.207). This view stems from Ruskin. It is also held by
":'iombricll[1960:291 ..S). References to this idea can also be found in Goodman
{1969:1..10)
GallUk. S. Progress in 0"11'1. (1916:35).
language." He writes that expressioaism is first and foremost a paradox; a type of
represcntatlon that asserts 'presence' .. of tl)C artist. of his existence in the real world.
He notes that tMs presence is by proxy only; the expressive marks of the artist. the
indexical traces of'the hand. He goes on to say that
it is ensy to fall into the fallacy; for example. we commonly say that an
expressionist like Randinsk} 'broke through' representation. when h
fact he replaced (or superposed) one form with another .. a
represemation not oriented to reality (tIle coded. realist outer world) but
expression (the coded. symbolist inner world), After all, formlessness
does not dissolve convention 01' suspend mediation (Foster. !985:60).
Foster argaes the eoeventioaelist position. It is imp011ant to note that whilst the view
tbat 'aU is convention' might equallse varying forms of representation insofar as fh..;y
are all mediated. it does not equalise them interms oftlleir meaning or their impact on
the viewer. Fer example .. one might read and respond to 3 gestural or expressionist
le m;more priF;,li. understanding at the same time, that it is nonetheless still coded.
Foster elaborates his argument hy comparing expressionist representation witb
classical representation. He suggests that the material elements in classical paiming,
especially the traces of the artist. merely flmeticn to substantiate what the painting
represents. and ate used 50 as to deliberately avoid any feature or quality \\ihidl would
cause viewers to focus on the material elements themselves. In Norman Bryson's
WOlds,
W'it'h classical painting of the West. the image is thought of as self-
effacing in the representation 01' reduplication of tMngs (Bl)~sml~
1Q83:6).
In expressionist painting. by way of contrast. the material elemems tend to be
subsumed by what the painting expresses, by its sllbjectivc reali~y In other words. the
expressive content is foregreunded and the medium is intrinsic to the style. Both types
of representation are codes: the classical painter suppresses non-naturalistic marks so
as to simulate (0 staged) reality; the expressionist 'frees' such marks of'naturalism so
as to simulate direct expression (Foster. 19t1S:60..1). The use of such codes will be
illustrated in a later analysis of the works of Lucian Freud and Andy \Varhol. Their
critical reinterpretations of past traditions heJp to identify and stretch certain
conventions of painting in new directions. Foster's argument thus confirms and
expands upon Noehlin's statement cited in chapter one:
A style w any style u is by definition no more than a series of
conventions fNochIin. 1911:$1).
If one holds with Nochtin's conventionalist position. painting must then be viewed as
n system of signs. The power of such a semiological model is taken to lie in its ability
to question. radically, a mimetic model of'art (Bryson. 1991:75). The recurring dream
of European painting - to perfectly reduplicate the world .. must continually suppress
the overt visual trace of the painting process itself and the status of painting as a
system of signs (Bryson, 1983). Eeo argues that traditional or 'classical' art was largely
unambiguous. ,6 Although it could give rise to varying responses" its nature was such
as to channel these responses in a particular direction. Eco maintains that much
modern art.. on the other hand, is deliberately and systematically ambiguous. Such
works invite. acknowledge, dud thematize the activity of the viewer, and can thus be
seen as social works. deeply connected to an interactive relationship with the viewer.
This interaction accounts for the possibility of an exchange of power. For Eco,
ambiguity is the product of the contravention of established conventions of
expression." The power in i,;ainting can then be found whenever an image meets the
existing discourses and moves them over, finding its viewer and changing him or her.
Generally, semiological models of art position themselves against Perceptualist" or
Universalist approaches. Supporting conventicnalism, Michel Foucault takes a
position against linear origins and against the authority ofhtstory, He suggests that
In the next chapter this argnment is analysed mote closely in an effort to
determine whether in fact the ambigui~y or 'openness' of a work doesn't lie
with the viewer's context 01' predispesition, as opposed to being inherent.
within the work itself. Perhaps 'openness' is 110t then limited to modern
artforms,
Eeo, U. The Open Work, (1989:84~6;94,.S).
Tile Pcrceptualist aeeeunt is u conception of imege-makmg based on the key
processes of 'schema', 'observation' and 'testing', with the aim ofre\luplicating
the natural world. Gembroek's text, 1tArtand Illusion" is viewed by Bryson as
humankind's point of departure for self understanding ...begins today.
not in some hypot11~tical beginning of historical time. Each day we
make ourselves anew in fresh formulations."
An Impcrtant aspect of conventionalist or relativist theory is the idea tbtlt we
contmually construct cur 0\\11 system of structures for understanding and defining
ourselves, \Ve ultimately represent ourselves ~cc:ording to these structures,
Representation is often regarded as 'mere appearance' in relatipn to reality (refer 'bowl
of oranges' discussion in chapter one=14)~\\'l1ileNorman Bryson's argument suggests
(hat the reel and the natural are themselves conventions, constructed socially through
history.
2.1.2 The social nature of sign systems
According to Bryson, Perceptualism is a type ofimage·makinr which omits reference
to the social tormation, for in the perceptualist account p~inter·!:.task is to
transcribe perceptions as accurately as he can (1991 :(3). Bryso ....writes hat., cmcially,
the perceptualist account leaves no room for the question of the relationship between
the image and power. since power is accounted for in painting whenever the viewer is
an active participant (1991 :63).:,;zl
It takes one person to experience a sensation. it takes (at least) two to
recognise a sign. And when people look at a representational painting
and recognise what they see. their recognition does not unfold in the
solitary recesses of the sensorlum" I but th1'ou£,'(1their activ~tion of
codes of recognition that are learnt by interaction with others, in the
acquisition of human culture. One might put this another way and suy
that whereas ill the perceptualist account the image is said to span an
arc that runs from the brush to the retina, an nr-cof inner vision at'
perception, the recognltlon of paltlting as sign spans an nrc that extends
--------------------
Hutton. P. "Feueault, Freud and the Technologies of tile Self} in Technologies
of the Soil· If Scmint-Ir wi'tlz Ali!'hel FmlcauitJ (eds) Martin, L. Gutman, H,
Huttonl P. {I988:134).
The question of'power is taken up again in the next chapter,
MmsoriU!'l· the seat or organ of sensation. Tile Cassell Po{'ket l:.'nglisll
'" , n " f) •. '"
from person to person and across Inter-individual space (Bryson.
1991:65).
Bryson's semiological approach to painting gives rise to a view of painting as socially
and historically constructed. Bryson argues that the traditional perceptualist approach
tends to discuss visual representation as if it were constituted by ahisterleal constants
based either in human perception or in the universal cc Utions of'human experience,
As a consequence, it fails to come to terms with the issues of power which are
necessarily historically and culturally defined (Bryson ct~31~199I:2).::!::!In other words.
Bcyson posits that ali representation is a matter of convention and is wholly defined by
its historical conditions of origin and reception. Since the reality experienced by
human beings is always historically produced, there is no transcendent and naturally
given reality (Bryson. 1983:13).
Gombrich. on the other hand, argues against such extreme conventionalism. In his
essay, "Image and Code: Scope and Limits of Conventionallsm in Pictorial
Representation", Gombrich comes to suggest that we can read an image because we
can recognise it as an imitation of reality witi.:ll the medium (Gombrich, 1981:11).
Though Gombrieh later concedes that any kind of pictorial representation is made up
of conventions .. accounting. at the same time. for non..representetional images which
must be conventional in terms of our reading of them .. he still refuses to accept that
notions of reality are entirely relative, varying according to how those notions or
realities are constructed and by whom. Gombrieh writes that in past styles, images
were frcqttfmtl} made with the aid of conventions which had to be learned, So, whilst
he may concede that there are numerous ways of referring to re~1ity. he still believes
in the 'nnuralness ofrealistie representation as we know it in the west, which is based
on one point pe ",ective.
Perhaps it is possible, however, that the perceptnalist approach to painting did
not regard overt reference to the conventions of a particular soeio-hlstorical
context as either interesting or important. Perhaps their concerns were to do
with Image..mr u~ g within a particular set of other ideas, outside of extending
or challenging a.l;-maldng conventions. On the other hand, perh~ps this view
of the 'perceptralist' approach to painting" as fhiling to come to terms with
issues of l"lO''.\!f - is merely the way in \\fhi.;h we .. {ismodem viewers .. see
painting which in its duy bad equal soeiel signiflcanee or power as that with
which we bestow contemporary' semiological' painting.
On the other hand, tile relativity of realism, as Nelson Goodman discusses in his book
Languages of An, afi'01'ds us the realization that we lllay find an ancient Egyptian
representation unrealistic because we have not learned to read it. Uuderstj11ding
realistic representation is then also a matter of conditioning. But Gombrich continues
to insist on the traditional empiricist separation of mind and re~)~ity (Gablik,
1916: 110). Here. it seems as though Gombrich is arguing for bis belief that we are all
predisposed to seeing in the same way. but that we build upon this predisposition in
varying ways according to what we know and believe.
Yet, ill his "Limits of Convention" essay it seems clear that Gombrleh regards the
claim for the "naturalness" of illusionistic painting since the invention of perspective
us a literal truth, not as a figure (MHchell~1986:83). In oilier words, Gombricb does
not concede that perspective is also a convention .. the same as any other .. and that our
understanding of such pictures depends on a certain amount of conditioning. in short,
he holds that one point perspective is more than simply one way of mapping the
world: it is successful in mapping not only what we see from a given point, but also in
terms of how we see it.;;)
GonlbdclltS distinction between natural and conventional signs leads him. eventually,
into a position where he seems to be supporting a qttalified view of'the conventionalist
position. He :.3 to great length» to prove that the images of nature are not
ecnventicnal signs like the 'Words of human language, but show a real visual
resemblance, not only to our eyes or our culture but also to those of birds or beasts
(Gcmbrich, 1981:21). It seems that Gombrich proposes a kind of 'natural code', He
locates the source of this natural equivalence in our biological make-up:
We cannot regard the visual environment as neutral. Our survival often
depends on our recognition of meaningful features! and so does the
survival of animals.::4
N~ i~ according to Mitchell. (1986:79) the fact that there are natural signs wbicll can
be decoded hy lesser beings ('savages~ children, illiterates and animals', sic) leads
Gembrieh to deduce that if the image involves a code, it is not an arbitrary or
::~ Gombrich, l.ll. "The 'Wbut\ and the 'How" Perspective Representation and
the Phenomenal World" in l.ogic & Art: Essays in f/o1Hml' qf Nels011
Goodman, (er;is) Rudner. R. and Scheffler. 1. (1972:148).
'M e ma e mldCoac. 1981:3.
conventional one. but something like a biological program." It is probably because of
their recognition of'the usefulness of this f.'lcility for example. that Indian woodcutters
have used truman face-masks on the backs of their heads. in order to avoid being
attacked by Bengal tigers, who only attack from the back (Brilliant, 1991:44).
The way the language of art refers to the visible world is both so
obvious and so mysterious that it is stilI largely unknown except to
artists themselves who can use it. as we use all languages ...without
needing to know its grammar and semantics (Gombrieh, 1960:9).
Gombrieh's statement here is ambiguous in that one lI'iS to know the grammatical and
semantic construction of a language, even though one may not necessarily be able to
talk about what one knows. In a similar vein, whilst one might know exactly what
something looks like it is often diffic\l!t to find the words which describe it
adequately. Nonetheless, when Gombrich makes the above statement it seems as if'he
is arguing for a theory which is part nature and part convention.
Another attempt t~ retrieve the force of the natural is found in his claim that
we not only have a nature (physis), but what in English parlance is so
aptly called 'second nature', our personality which is formed by our
cultural environment (Gornbrleh, 1981:21).
Gombrieh argues lor the existence of a 'nature' which we are all predisposed to. and
for a 'second nature' which is built upon this natural predisposition - that which is so
hi\bitual as to seem natural. Thus his distinction is between that which is natural and
that which seems natural. but is rooted in cultural conventions.
---
While Arthur C. Dante acknowledges that language at every moment
penetrates perception (in Bryson ~t..9], 1991:9) he also concedes that there mqv
be an area OllhclJl:v-neutral percoptton. His evidence is in the observed
behaviour, in connection with pictures, of animals that cannot be supposed in
the first instance to have language, The fact that they can recognise pictures
(photograpus and drawings) of'partlculnr humans and ofpartieular members of
their OW11 species. implies that this facility is innate, in both man and beast.
Danto writes, ItAll I want to insist on is tl1at the ability to note minute
differences is Innate, pl'Obably for good adaptational reasons, and we can be
conditioned to make finer and finer discriminations ...I' (Dunto, 1991:209..1O).
There is reasonable inference that the reeegnitlon of images, in so filr us there
are relevant isomorphisms, b..tween pictures of things and things themselves,
may be innate (If theory-neutral,
Behind Gombrieh's theory lurks the idea of a progressive 'fit' or match between the
representation and its real counterpart in nature. For Gombrich, art proceeds by
mimetic conjecture, The conjecture is then exposed to criticism to find out whether or
not it is like the real world (Gablik, 1916:154):£' Affirming his initial belief in the
cons/ruction of likeness. Gombrieh states that
the correct portrait ...is an end product on a long road through schema
and correction. It is not a faithful record of a visual experience but a
£"lithful construction of a relational model (Gombrich 1960:78) (Italics
added).
Such an argument still supposes. that there is indeed one 'correct' model of
representation. one 'correct' set of'rules, Clearly, we see Gombrieh's very articulated
notion of how the natural and the convemlonal work together. He concedes that we
can never wholly eliminate the 'subjective element' in perception and that in painting,
there are limits to objectivity. He also claims that perception already stylises and that
art is always an interpretation. never t'- oure recording {'If facts (Gablik, 1976:169).
That he then asserts that the undeniable sub.iectivity of vision does not preclude
objective standards of representational accuracy is a clear example of his belief in the
supremacy of representation in terms of one-point-perspeetive."
Gombrieh insists on the existence of one 'natural cede', overlooking the possibility
that human p-edispositions allow for the construction of many 'natural codes' which
might arise from genetic variations and development. Up until this particular point.
Gembrieh's nuanced argument bas proved extremely helpful in terms of my own
understanding of the nature-convention debate. However, his insistence on perspective
as the on{l' 'natural code' is the point at which my own thinking in terms of
representadon and 'the natural' moves away from Gombrlch, Parallels can he drawn,
for example. with the human capacity for language, a capacity which manifests as
many different languages. Similarly. what seems to be a natural way of visual
representation in the West. is in fact only OM form cf'natural' representation.
:{, References to Gombrleb's theory of making and matching can be found
intermittently thfO\"ghout the text of Art and Illusion. (1960). It is succinctly
explained on page 321. It links to a Popperian method of scientific discovery
throu~lll'l'Obing and testing. This is explained in tlie same text, page 28-9.
:~ Gombrieb, E.B. Att tmd lilusion, (1962:xi)
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Gombrich's distinction between natural and conventional signs is not without flaws:
first it is images in general that are natu.al signs in comparison to the
conventional signs of language.; [and} then it is certain kinds of
images (\Vest(,;lll illusionistic paintings; photographs) that are natural
compared to the relativel}' stylized and ccnventienal images of
Egyptian or Far Eastern art (Mitchell, 1986:84).
The difficulties in his distinction lead us to ask why Gombriel; insists on trying to
isolate a1{l' kind of sign as the natural one. However. he manages to convince us that
images arc more natnral than words ... they are more easily Ieamed; they are the sign
we share with animal>... they are naturally fitted to our senses; they are grounded in
the str.lte:ic perceptual skills that man mID' ,1rve for survival in a hostile 'state of
nature (Mitchell. 1~d6:88 ..9).
At times Gombrich's argumem is highly problematic. yet Ithink it is because of his
attempts to differentiate or l.'np~lckthe distinctions between sign types that he manages
to unfold nuances Of areas within a purely conventionalist position which exposes the
difficulties with such an extreme stance. Gombrich's argument deals with issues and
objections that e-nnot be ignored. It raises questions which create disc(lmfort in a
completely social approach to eonvenuenaltsm which tends to oversimplify the
complexity of the perception process. both cross-culturally and across the lines of
species, as well as of its role in the formation of convention.
2.2 Perception and recognition
A Perceptuslis; position would argue that human perception is universal and that there
are forms of convention which ore more isomorphic with the processes of perception.
and thus more 'natural' than others. The broad issue in the debate seems to be
to what degree are perceptual nroeesses cognitively penetrated by
conceptual or descriptive structures? (Dante, 1991 :208).
Put more simply~ 'to what degree is what one sees penetrated by what one comes to
know?'
Suzl G~b1ikoffers that the way in which we understand images is constructed rather
than given; the human mind is an active. "(\lming lXlrticipall~in what it knows; that the
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6 TIle Muller ..Lyer illusion. J'\ltbQugh line AB appears to be longer than line CD,
the two horizontals are equot
evolution of conceptual frameworks must be accounted for both in the individual and,
by extension. historically as well :Gablik. 1976;11). Tbis view stems back to Piaget
who suggests that the reality behind appearance is not perceived by the senses but
conceived by the intelligence (Gablik, 1976:21).
OUf notio.i of reality is not an empirical given but is a continuous
mental construction .•. (Gablik, 1976:27).
The notion of reality as continuous mental (re)constru don also allows for tile idea
that criteria of truth and reality change with the progress of science, and every culture
has its 0\\'t1 norms which enter into the perception of reality (Gabllk, 1976:80).
Gcmbrieh's making and matching theory, however, seems to focus on a quest for
some kind of ready-made reality which the act of cognition itself does not
substantially transform. The separate yet co..operative functions of the eye and !lIe
mind are illustrated by the Ml Her..Lyer illusion whereby our knowledge that the lines
are identical in length fails to disrupt our perception of them as of different lengths: no
matter how much we know. we continue to see things us we do see them, as if our
perceptual system were invincibly resir'aut to knowledge (Dante, 1991:208,)..
If one's aecount of human perception is sufficiently minimal or reduced, ifit attends
exclusively to the elementary kinds of'recognition thet all human beings (and animals)
are able to perform in all cultures and eras. it will indeed appear that the perception
which art engage" is trans-historical and universal. Further, if the visual processes are
presented as unaffected by historical determination, then the nrt which embodies them
will seem to exist outside history. in a timeless realm of aesthetic contemplation
(Bryson et aJ. 1991:9). Thus. whilst certain perceptions are rooted in innate features of
the cognitive apparatus, the issue which is of greater relevance in this context, is the
extent ~owhich physical knowledge can be regarded as penetrating perception and
how the perception of a work of art is of a different order altogether (Bryson ruJ.
1991:9~10).
The fact that there exist pairs of objects perceptually indiscrhninable but \,;111chave
different philosophical identities and. in consequence. different properties. has to do
with the idea that art embodies the power of thought. Once one accepts the possir.:tlity
that a Brillo box by \Vul'hol is a work ofart~ while an ordhl"t')' ftilb box i~n('1, it is
plain tbat the differences are not of a kind that Itimplymeet the ey.; (Danto, 19£'1:~l.:n.
What we see and what we know w(wk logetlit',. in the way we represent things. in the
way we create images. Whilst mechanisms of perception may be innate, we all have
,_,
diffC\'i*lg sets of associations which wHi colour our per:eptious. Thus, the ',vaywe see
things is dependent on what we have learned and on our understanding of p~rticub,r
sets of social ",des and conventions, WitIIOllt the recognition or our lmdersitilld:ng of.
sociany constructed codes and conventions we become computer-like. construing tile
world in an 'idcntiti-kit' way: by means of key features and schematic ff!iationships.
Recognition is thus related to tItt: memory or past experiences and thus, perception
works together witil conception to enable recognition. Tile word 'recognition' itself
stems from t11eLatin 're-eognito', which translates 'think again', 'Re-ccgnlto' could
read as 're-think' or 'rememb rt. \VitIi reference to the social nature of recognition.
the phenomenon of visual agnosia is interesting. Certain disorder- of recognition and
perception have been termed 'agnosia', the partial or total mability to recognise objects
by use of the senses, Prosopagnosia is the inability to recognise visually the faces of
familiar persons who continue to be normally recognised tilrongh other sensory
channels. This breakdown in visual recognition is due to a complete failure to evoke
memories pertinent to specific fac.eg.::P
A neurological model of facial learning and l'ccognition bas been posited which
includes various steps from perception to the arousal of past visual perceptions, to the
activation step whereby multiple memories are evoked and tinaUy to a readout of
concomitant evocations which result in the experience of famm~lrity. Prosopagnosia
cannot be explained as being due to an Impairment of the basil":perceptual step. Nor
can it be explained by an impairment of associated memories because tbey can be
easily evoked through other channels. Tests on patients with prosopagnosia. based on
the usc ofelectrodermnl skin conductance response indicated that despite the patients'
inability to experience £'uniliurity. they still carry out some steps of the recognition
process for which there is a spontaneous 01' autonomic index.:lil On these grounds
Daniel 'franc! and Antonio Damasle posit that the defect may be explained by an
impairment of the activation step (1985:1453·4). The study of such rare disorders has
--------------------
Z8 Tranel, D. and Damasio.A.R. "Knowledge Without Awareness: An Autonomic
Index of Facial Recognition by Prosopagnoslcs'' Science 228. June 21
(1935:1453).
::" autonomic: (Blol.) occurring involuntari1~1. spontaneous; pel1:aining tv or
mediated bv the autonomic nervous system.
autonomi; nervous system: the; part of the vertebrate nervous system that
regulates 1he illvohmtar.l actions d'thft heart, glands and some muscles. 11:c
r.-..,,,,.,u ,!l,,;":'M Punli.r:h Dietion« n.S1.
been useful in positing a deflnite order of relationship between processes of
perception. memory and recognition,"
Thus, the ability to recognise an image neither involves nor maxes inferences towards
the isolated r:<:fcep:u.d field 0" the image's create: It is rat ier an ability which
presupposes competence within socially constructed codes of recognition
In the fourth chapter I will attempt to 'decode' some of'th; conventlons usee by Freud
and Warhol in order to furtller understand the images. IX21!'in~tdJdy in tenus of their
eonstruetien of likeness, and in which respects tile portraits ore like their human
counterparts,
The apprehension of a work of art is the result of a .'lnd of visual
exposure to its colour, its texture, its arrangement, and .its reference.
This reference may often be subliminal, an underwater contact between
artist and spectator .•.Comprehension is something else. In this the
spectator for the moment throws ·of£the (sensuous) iny:oJvement and
discerns what he is qualified to discern: methods, techniques,
influences. subtle intrusions,"
In other words the understandlng of an image is reliant on the de-coding of the
conventions used.
The language of visual art. ss in tlwt of verbal description is a translation of ideas..
Neither artist 110rspectator exists in a vacuum. The objective viewpoint is L;US greatl~
undermined, Heather Martienssen suggests that the sul!fc,·ti'wJ is not nt'cf!ssc;o#i{v flU:
personal. and that it m~v be as near (1....altd ~'. .cralisationlor all sensate hum .mi(\, as
it ispossible to get (Kossick. 1984:46 )~~.We are aU sut1iects. directing and redireetlng
the flow of power. creating ourselves and recreating 011u:r8. and !t is this complex of
relationships t11nt will be extended and elaborated on in the next chapter.
3D D1. Oliver Sacks writes extensively about visual agnosia in Ns book Tile Alan
Who Mistook His W!fc.for (1Hat. (1nsS)" esp, the title essay.
~I Kessiek, S.O. (ed) llwights u selected essays of Haather Alal'tif'I1SSf?I1.
(1934:85).
='::: This might be exactly wlmt tJomlm~bmeans when he 5ugg ...!:!I.!i that the
subjcctivi" of'vislen docs not preclude objectivity in terms Qfrepresentation
(see page 35).
CHAPTER THREF;
TRANSAC'fIONS, THE SELF AND THE OTHER ..THE
WAY \VE A1U: DEFlNED
:/
"The Olt{~~portraits ill WlllClt one heiicl'I!S are portrai,"S where there is
It(1)' little of ~}tesitter, and a very great deal oftlte artist. u
OSC~l'Wilde J
Cbapter two bas explored the idea that whenever somethfng is perceived as standing
for somedling else. the use ofsign!j, is inevitable. That a portrait image 'stands for'its
human counterpart in the world. enables us to view the portrait as a sign. Sign systems
<re explained as social in that they are reliant (1.11 the recognition of particular. agreed ..
upon codes and conventions which have been built up through social consensus. That
which we learn to know socially works togetber with the innate structures of
perception in order to create recognition. It is clear then, tlmt recognition is rooted in
our understanding ef these socially-constructed codes and conventions. In both the
reading and :.-.the creation of a portrait these codes and conventions are at play. The
likeness, then. is also constructed socially through the interacticn between artist. sitter
and viewer. In chapter two the social eonstruetien of the portrait ..Ukene:ss was
established.
This chapter examines more closely the intemctions in the relational triad presupposed
in the creation of the portrait, that is. the relations between artist and sitter, artist and
viewer and between sitter and viewer. TIle construction of these relationships as
presented through the portraits has varied over time, and the nature of these
relationships has reflected at which point in the triad power is seen to b~ the most
focussed.
In this chapter the interaction between persons rmd the environment is also discussed.
since this lnteraetion plays a primacy role in the so~iai eenstructlen of the portrait. To
recognise that the 30t of painting a portrait ..image is to engage with the notion that the
body itself is always modified by the social construction attributed to it by a particular
society at a p(.l'iicular time. TIle artist may simply perpetuate the dominant social
construction. or challenge some aspects of t11at construction ... a ::tuation which
sometimes call be sufficiently powerful to open up new areas ofreprcsent1'h,ou, whicll
then frequently become assimilated into the subsequent social construction of the
body. A brief exploration of some ways in which I feel that my own work challenges
certain dominant modes of representation in POl'tl'oiture, is discussed \\(ith particular
reference to the relational triad between artists sitter, and viewer,
\Vilde. O. liThe Decay
(1969:304).
(1)
(2)
,----0.ArtistViewer
(3)
Vtewer
..... ....
PO\\f)r4en!'ion
if Artist, sitter, viewer relational triads. Tile poweNI.t'Usion line indicates
the site of tension in terms of pewer, whereby the artist primarily
\~k:t\.mninesthe image hut is SUlllcctto the approval .. and fiscal power", (If
thcputmn
t litimately then, in portraiture. the artist is faced with dealing simultaneously with the
image consPucted by the sitter her- or himself in accordance with the societal
pressures and pnssibilities which the sitter has perceived .. conseiouslv or
unconsciously .. 1121;; self to be subject to: the range of 'permitted' artistic constructions
for the portrait open 10 the artist: the artist's 0\\'Il percep<.fons and desires for
expression in the light of'the other forces in tile portrait-making situation.
This chapter, having looked at the relational triad. briefly considers a special case ..
that of the missing sitter - where likeness is constructed without t1~~llrgcncy of the
aesthetic, in the identi-kit portrait. The special nature of this relationship between
artist, viewer and "sitter' is unpacked in order to illuminate the social .. constructed ..
model of art proposed by Bryson and Eco and which is reviewed in the last section of
this chapter. This last section examines power as an hlterplay between. the image end
the viewer.
The next chapter looks at the transactions between artist. sitter and • 'ewer as present
in the construction of artworks by two particular artists. It examines the portrflits of
Lucian Freud and Andy WarllOl. How and why these artists choose their sitters and the
part which their sitters play in the portrait-making process will be discussed as a way
of providing the reader with an access to the idea of the works 9S social productions.
or as images which are created within the social fabric and which actively reflect
and'or resist it.
3.1 The histerleal transformation o!thetransactions in portraiture
There is a clear hlstorieal shift ill the power relations within the relational triad upon
which the construction of portraiture is based. The basic movement is that of the artist
as being" in some senses at least- subject to the (,Us)plensure of the patron, to the
situation where artists have claimed the power largely to determine the nature of the
power relations between themselves and the sitters .. and the viewers.
TIle lirst two triads illustrated opposite are variations on the traditional power-tensiens
whicll exist between the artist and the patron, who might be either the sitter or the
viewer (as in the instance ef'the portrait of Nell GltJ'mW hy Sit' Peter Lely (161S..S0) ..
commissioned by Charles the Second), The third triad locates the greater powe- with
the artist. which is generally the case in much modem portraiture. Freud and \V thoI's
work are both representative of this third form (lIf triad of relations. albeit '''itl! \,t ry
diftlmmi aspects of the artist..sitter..viewer relationship or power-tensiens be k3
chullenged.
'.~
Nowadl,,'S the sitter tends to be chosen by the artist and not vice..versa. but. because
the artist requires the sitter to serve as the starting point in the creation of her or his
work. the relations are not so much 'power over' one as they are transactional:
between two people. Tile shift of power from external forces such as patronage. to a
field of activity whereby the relations between artist and sitter are transactional, is
obviously central to the work of Freud and Warhol, e'\pecially with respect to the way
in which the!' arc both involved, in different ways. in the democratisation of the
image
For Freud. the image "S deliberately demoemtised by his generally not choosillg sitters
who are generally well known. His images also tend towards the ordinary and the
mundane rather than the glamorous or heroic .. qualities which would traditionally
highlighted in portraiture-for-patronage, Warhol, on the other hand, retains tbe
traditional notion of celebrities as sitters, and continues to glamorise the sitters. hut in
!j way which ultimately suggests artificiality! the constructed quality !)f the sitter's
projected image and perhaps even a certain tawdriness, Warhol's images, on the other
hand. undercut ti'aditional notions of unitmeness and originality ..which contributed to
the monetary ani artistic value of the traditional portrait .. by being produced in
multiples. via tecimiques such as silk-screening. In many way., the sitter, us subject.
moves far closer to object-status - as viewe~tby tile artist. and becomes subject to bel"
or his preoccupations.
Freud and Wr;rhol thus both undercut values of power and authority and this
undercutting is linked in many ways to the transformation of the transaet'ons between
artist and sitter. including the tradittonal power-relations, ~
3.2 Acknowledging tile interplay between self and context
It is clear hftw important, and how telling the relationship between the artist and tJu~
sitter is. 1:U~relations}"ip is - ill part .. physically manifested ill terms of a resulting
image. When considering the portrait as a point at which socially .. constructed codes
and conventions are i.tplay it becomes impossible to lgnore the l'cciproeal relatiClllship
between the social construction of the self and the individual*s eoncurrent construction
of society: we censeuct ourselves within a context 01' environment which inevitably
deep}}' ~ffects the simultaneous construction of the self. In other words, our natum1
:: An extensive discussion of the art of Freud and \Jurllol is the sUllieet of
chnnter four,
world is continually being eonstrueted il~.dre-constructed in terms of our clunging
understanding of it. luis. in turn, affects our understanding of our own location:
The categories of who we ere .. gender, class. nationality. historlcal
specificity. social location. Institntloael affiliation. religious or ethnic
identity .. the ways in whteh WJ define and redefine ourselves are
themselves constructed systems which structure our marmet' of seei.'1g
the world,'
In other words. the basic forces of psychic organ:sation are articulated and structured
within the rhetoric of'a time, an age, a gender, a class:
\Ve bear the weight of our place in history: this weight helps shape who
we believe ourselves to be, and we act upon dus :,elief (Gillman,
1991:15).
Foucault argues for the body as a site of power. which. situated in the social strat~ is
continually shaped and reshaped by it. He stresses the need for power to be
considered. not in terms of domination. "ut as a productive network whiGh runs
through the whole seeial body:
power must be analysed as somethi\lg whi~b circulates, 01' rather as
something which only functions in the (OI1U of a chain.; never
appropriated as a commodity or a piece ofwealth.4
To claim a history for the body requires that we take seriously the ways in whiell the
environment and the typical activities of u body may vary llistorically and create its
capacities and limitations and even its desires and its actual material form, Socially
defined Toles and conventions profoundly aftect appearance and behavleur, tbcmhy
establishing the historical construction of the person within a social context {Brilliant
and Dorgatt;. 199(}:121.By drawing attention to the context in whicllllOdies move and
recreate themselves .. as artists do when they create a portrait .. attention is focussed en
this complex dialectic between bodies and their envirenments (Gatens, 1992:130}.
Foucault, M. POWt'/~;E;~mwlcdg£"Seifi'!ft.l }I:ilc;'vl!rws ami othr~1'u',;'iliu,gSf 19"';::",
?Mell.\(iordon. C. 0980:98).
!:'o1'example, the social norms and fashions of the Victorian em encouraged the
wearing of eorsetry for women and resulted both in a particular appearance or style of
dress hilt also in the distortion of the actual posture of the body, Thus. this social
construction of the body impacted directly on iSce way in which Victorian nudes were
represented visually in portraits.
Debol.m Drier elaborates upon tile discomfort and the r,ainful effect of such ..tlsbions.,. '.... . "'-
for the bod}':
...tight-Iacing surely is an esthetic. and jU'it as ",urely involves
eastigaticu of the fiesb ..... [the pursuit of a seventeen inch waist}
involves {I transfiguration oj' the selj; a me" sical transaction
between self and other ill which ,flesh IS d£jomu:d to he per..teeted. as a
saint is perfected in martyrdom (1994: t2}(Italics added).
The role wllich corsetry and fashions .p1ayin p}.ysicaHy changing the s11ape of tIle
body. the various ailments and health problems it consequently becomes prone to. as
well as the moral problems, is takc'1 up by Ronald Pears>" :.~11is book, rhe Warm ill
the Bud (1971):
The sociological. even philos(.\phtcal, lmplica ions of the corset were
not lost. It kept woman in her place. in every imaginable sense ..:One
of the Impllcatioas of the corset and of the incredible amount of stuff
the well-dressed woman 110d piled upon ner and built around he; was
that such a woman was cct1ainly incapable 01doing work (Pearsall,
1()7'· 'I'\<;;)Or'.",.' 1. _l .. · t
Clearly the Victorians' social construction of' the female bmiy shaped fiot only its
pllysical appearance but also functioned as a means of limiting its range of activity
just to those possibilities tbat suited the patrinrcby.
CUJTentsocial attitude.; towards the female body continue to reflect ~ preoccupation
with appearance. manifested in an obsession with slimness and the eonderanation of
any degree of overweight as undesi-able and ugly.;'! Many feminist writers have
ascribed th~ dramatic increase ill the eases of nnol'cxia and bulimia, both disorders
which completely distort the shupe of the bf~dyand which fiff~ct mainl)' women, to
othese 'insane social realities,6 with which contemporary women feel compelled to
contend because these realities have been so strongly internalized.
\'V'hist power bas generally been conceived as something which is intimately
connected \\1t11authority, domination or exploitaticn, To'oueaul!has pointed out that
relations of'power are not purely and simply a projection of power over the individual;
they are the changing soil in which power functions (Foucault, 1980:187), and through
which all people regardless of gender. continually need to redefine themselves.
Portraiture, in its preoccupation with likeness to the human face and body, forms an
iraportnnt record of'the cbanging conventions whic~ihave governed body tyPp.s.It can.
however. also serve to challenge accepted forms of depiction, inviting the viewer to
take a fresh look at the body by undercutting or negating the currently accepted
eonventior,s.
Freud and Warhol~from a male perspective, have both challenged traditional concepts
of portraiture and their work C(U1be seen as representative of that relational triad
which moves away from patron-commissioned portraiture. However, as mentioned,
within the expression of the triadic relationship in both Warhol ant! Freud's work, the
sitter ill many ways is treated as being of object status, as a living object viewed by the
artist.'
Nowadays - but perhaps even previously .. the artist takes on a certain power or
authority over the tiubject when she or he sets about constructing an image. Thus,
whilst the identity of the subject is first constructed by the subject her .. or himself. it
is also constructed hy the artist. Harold Rosenberg once wrote:
Portraiture involves a consensual ritual encounter which is both
trusting {II ! wary: the subject submits to ~hc artist's it1telpretatioll
while hoping to retain some control over what the Interpretation will
be.s
6 'V~:f,N The Beaut» .~~··tll,(1990:163). Susie Orbach's book. Fai t« a Feminist
Issue, (1918) deals with eating ~isorders as ~ social disease, IIresponse to the
socially determined ineqm,lit)' of the sexes.
An in..depth ~mab;sisof a work hy Freud and one hy Warhol is in~luded at the
end of ebapter four.
C'it\!d by Brilliant. R. Pm'tl'aiWre~ (1991:90).8
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Relational triad in which boundaries between artist. sitter an.d viewer nrc
stf.!uificantly reduced.
3.2.1 Negotiating transformation in my own work - towards capturing an
intersubjective reality
:My 0\\11 practical work struggles with the ehahenge of neither being su11jectto il!p.
demands and expectations of sitters nor of reducing the sitter to the object of my
artistic endeavours. TIle aim of my work is to dissolve traditional relations of puwer
and to capture some quality of the essentially egalitar.en, Intersubjective reality which
exists between myself and the friends who have sat for me. Towards this ena. the
portraits become mcrcasingiy about reflecting a reltuimmhip between artist and sitter ..
recognition moves from the visual to the sensory as the portraits aim to ere ate a sense
or a feeling ofbotll the sitter omltbe relationship between artist and sitter.
Recognition can be easily triggered by "information' other than facial details The
following extract from the novel A/iss Smilla': Feeling for Snow by Peter Heeg
eloquently illustrates the employment of different modes of'percepticn in viewing. and
the s1-riftingperspective of detail as a means for recognition:
In a big city you adopt a particular way of regarding the world. A
focused, <;poradically selective view. \\lf1cm you scan a desert or an ice
floe. you see with different eyes. You let the details slip out ef'foeus in
favour of the whole. This way of seeing rev-als a different reality. If
you look ut someone's face ill this marner, it starts to dissolve into a
shifting series of masks.
With this way of seeing. a person's breath in the cold .. that veil of
cooled drops that forms in tbe air in temperatures under SoC .. is not
merely a phenomenon fifty centimetres from his mouth. It's son 'l'iling
all-encompassing. a structural transformation of the space surrounding
a warm ..blcoded creature, an aura of minimal but definite thermal
displacement. I've seen hunters shoot snow hares in a starless winter
night at a distance of two hundred and fifty metres by aiming at t111,>fog
around them (Haeg, 220 ..21).
The description, in relation to my own work'l, bighlights the shift away from a
singular, defined image of the sitter. towards an attempt to express an egalitarian.
intersut~jective reality (illus 8). \Vith this shift it seems to me that the power relatiens
The developrrcnt of practical work towards fendling this dissolution of
traditit'in~l power-tensicns by way of di;)solving physical boundaries which
senarate artist. sitter and viewer. is cOlefuUy traced in chapter five.
oinvolved with one person fixing the image of another, are \bemselves dissolved. 01' at
least sigmtkantly lessened.
3.3 The theory of power in terms ofinterpJay
Relations of power 3rt not in a position of extenority with respect to
other types of relationships ••.. but arc immanent in the latter. Power is
exercised in the interplay of tlonegaIitarian andmobile relations. Ii)
It is precisely this transactional nature of power relations which enable us to view
power itself as something which is botll socially generated and which works on a
shared basis between people.
In order for a man or woman to be constituted as a subject, he or she must first be
divided from the totality of the world, or the totality of the social body. For a 'me' to
emerge. a distinction must be made between the 'met and the 'not-me', The boundaries
of tilt: se.lf are those lines that divide the s·. from aU that which is not the self. The
first and essential move in the constitution cf self is division. It Having divided the
'mel from the 'not-me: the 'mel discovers Itself apart separated, isolated! alone.
Altllough the first reward of CO!lstitutitlg oneself as a subject is a feeling of centrality
and well-being, an inevitable consequence of t.hat cOilstitution, Wllicb depends upon
division. is isolation. All selves lead double lives as ol1ject as welt as subject (to be a
sullfect is to he able to see oneself'as an object) (Gutman. 1988:109).
'TIle self cannot perceive itself any more than a camera can tak:: a picture of itself. 'I11C
idea that the freedom and independence of an individual is a given, derived from the
boundaries and demarcated wholeness of her or his body. is now reversed and the self
is fi!linnt on the gaze of the other for its wholeness (Van AII>hen~1992:115).
Thus there is the division human experience into self and other. 'mel and 'not-me'
or individual and society. The self is not known in isoliltiml or by itself. It is always
and only known in relation to the world. One does not see oneself as one is seen by
n Gutman, H. "Rousseau's Cmif~'Ssions" in 'l'cl:lmologkw (!f'tiw Sc{t' If Seminar
with ,\fichp/ Foucault, reds.) Murtin et.al n988:1(1).
Viewer
'Sitter'
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others. While others see the subject's bcdy as object and as whole, flu'!subje.;t has only
inner experfences or rragmenred outer views ofher or llis body.};;
As an image is completed by the viewer. simil<U'lythe self is completed by the other.
Both sets of relations allc-v for the flow of power. In portrnit'U'e these two
relations-hips are compounded.
At least at the b:eginning of an exchange. collusion is the end result of the way one
person represents her or himself and is So understood by another (Brilliant. 1991:89).
Notions of identity and of the self nrc both dependent on this col'uslon, It is clear the.
that the existe-iee of power relations in the transactions between artist. sitter and
viewer are Inevirsble, but that the exact nature of the relatlonship is not necessarily
unvarying.
3.4 Constructing likeness .. the case ortbe missing sitter
By It\,)king at a portr~lt image, the viewer can retrieve a great deal of information
doout the artist. the sitter and the nature of thei' < .elationship. Added to this. the
portrait and its particular aesthetic also provides information about the SOC~.f!milieu
within which it was created.
With police identikits, the aesthetic q""lity of'the portrait is not of gl'~mtconcern. The
aim, 01' the infonnntion which one can glenn from the image is solely concerned with
'catching' tile likeness .. and the 'sitter', who in thls ease is absent (inus 9). In Ught of
these special circumstances. there is a very specif'e set of relations between artist,
'sitter' and 'victim' viewer.
A system of llkeness-creatien called 'photo ..fit'~is often used as an aid in the
construction of suspect likenesses. Penry. its inventor. believed that in order to
perceive and remember a human face it was neeessary to abstract fiom it the various
features and categorise these systematically. Photo-flt comprises a box containing sets
of features, spell as a l{lrge number of chins, aoses, eyes. types of'halr and so on, all
taken from actual pllOtographs. which can be put together to eens-uct f. thee. By
putting together comblnatlons of such features it is possible 'H nroduce a very large
number of different faces, and it is claimed that. given a skilled operator, it is possible
to reproduce any given face. Til'! idea behind Penry's photofit is reminiscent of the 'Up
books' which Wnrhol had made and from which lIe wouid Sf' ~t the lips he thought
~ «,
,""
~
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loAn identi ..kit C()11structe<:\ using the Sire/we method whereby the witness selects
the (1)propriate features from a variety of given components.
would be most flattering for a given portrait. 13 Witb this particular practice Warhol
seems to mock the constructed nature of the sitter's image, while at the same time
using the practrce to r." advantage in that his 'customers' would be glamorised and
satisfied. The unages would still be recognisable, even though the mouths or eyes had
been changed. This same 'constru ...ted' approach to creating an identi-klt, however.
employs rather different power-plays to those which exist in usual portraits. Here the
potential for power-plays can become increasingly complex, given the likely
emotional bias of'the viewer ~often the victim - and her or his need to 'catch' the - or
perhaps any - suspect.
Producing likenesses of suspects for 'wanted' posters is a peculiar form of creating
likeness, since the artist is required to construct a likeness of a person she or he has
never seen. Capturing likeness is difficult enough when the subjent is in front of the
artist. However, using information and descriptions from witnesses or victims, the
artist pieces together an image in much the same way as a jigsaw puzzle is put
together (see illus.tO and 11). TIle collaboration is difficult for artist and witness alike.
The features of a face, even a face one knows well from years of frequent observation,
can be maddening to convey with the precision an artist needs .•.'Have I got the eyes
the right distance apart?' .... 'Is there more space between the top of the eye and the
eyebrow?'. The witness is helplessly uncertain. and it is quickly apparent that the
problems of creating such a likeness lie in the realm of the memory and articulation of
the witness," The artist is working on somebody else's perception of the subject, and
the artistry could be said to lie with asking the right questions.
Even in such identlkit descriptions, and this could be said of other portraits too, an
exact likeness is neither the objective nor is it necessary. The drawing will
nevertheless present a great deal of information about the suspec. "uti elimirate many
others. As discussed in previous chapters. a compendious attention to detail is not
necessarily essential for recognising people and thus one should imagine that it is also
unnecessary for the recognition of pcrtraits. A few salient features often hold the key
to recognition; as with cartoon or caricature. Similarly} we might recognise a person
because of their particular geit or expression without consciously knowing that it is
this particular element which enables our recogoition.
13 Fremont, V. "Al.ldy Warhol's Portraits" in Andy Warhol Portraits, (eds.) Henry
Geldzahler and Robert Rosenblum (1993:30).
14 MaCDonald. S. 11 • Wanted' Art: Meet a Man Who Draws Shady Characters"
Tlu: Wall Street Joumal, August :1 (1984:5).
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11 Computerised ldenti-kits comprised of selected facial features - before and after
tonal adjustments.
3.5 A social model of art .. viewing power as something within the image and
within the viewer
The special nature of the relational triad at work in the construction of an: identikit
portrait highlights the very constructed nature of portrait~making processes. Wit.i. this
very clear understanding of the way in which portraits are constructed. one is able to
situate power as something within the image itself and within the viewer.
Without an image or a description, either visual or verbal, one person has, in a very
real sense, no power over another individual: one cannot easily identify or even
attempt to locate a person without this information. The power of portraits may thus
be seen to be linked to the power of recognition, based on the view that
the recognition of an object implies the colonization, the possession of
it. IS
And since recognition itself is rooted in memory and association and that which one
comes to know socially, Norman Bryson rejects a pereeptualist account of
representation. He argues that such an approach tends to discuss visual representation
as if it were constituted by ahistorical constants (Bryson, 1991:2). Bryson suggests
that we relocate painting into a field of power from which it has been excluded - a
field of socially generated codes of recognition. At tne same time, Bryson offers this
semiological approach merely as a tool .vhichwe might use in our interpretation of 2
work. In this, Bryson acknowledges the inevitability of interpretation .. a characteristic
that tends to remain veiled in those views that Insist that representation depends on a
purely perceptual base.
Whilst Bryson might suggest that some works are indeed made in such a way as to
encourage a perceptnalist - and in his view, limited .. reading ..he does not ascribe the
existence of power in art specifically to modern artforms .. which is a view that
Umberto Ecc advocates. Eeo views modern .. or open - works as those which are
essentially ambiguous and which contravene current or established conventions of
expression. Modern forms of art are said by Eeo to mark a radical shift in the
relationship between artist and public, by requiring of the public a much greater
degree of collaboration and personal involvement than was ever required by the
traditional art of'the past (Eco, 1989: x .. xi).
rs Lee, R. "Resisting Amnesia: Feminism. Painting and Pestmodemism",
Feminist Review, (July 1987:19).
51
It is precisely t}'Iisprocess of interaction between image and viewer which resonates
with Bryson's semiological or social view of art Wl1ich .. op'Josing the Perceptualist
tradition - binges upon the notion that if a painter views painting as a system of signs,
and assumes the soc5~ty'..i codes of recognition, then it becomes possible to think of
the image as do" cursive work which returns into the society. often displaying new
combinations of the sign and also refreshing and challenging currents of discourse. By
way of such an open approach - making images which deliberately facilitate an
exchange of ideas, images which invite active viewer participation .. the power of
painting will then be found in the thousands of gazes caught by its surface, in a matter
of'local moments of change and that
such -nge may take place whenever an imag« meets the existing
discourses, and moves them. over; or finds its viewer and changes h'm
or her (Bryson, 1991:71).
I would like to suggest here. however, that Eco's open theory and Bryson's
semiological view of art have Inde ..d established relations between .. some forms of ..
art and power, which have provided us. with a discourse .. the tools or the means with
which to talk about power and power relations in rut-making, Twould like to stress,
however. that these transactional relations of power must surely pre-exist any
theoretical attempts to understand them. The continued and changing tradition of
portraiture must lie within a history of artists who have challenged existing power
relations and stretched the boundaries of current conventions. Openness, or the
relationship between art and power cannot then be a part of modem works alone.
Whilst some works can be seen to encourage viewer participation, and therefore as
more open than others, this openness must reside, as Bryson intimates, in the personal
disposition of the viewer at least as UlUC'l us it lies within the work itself.
When all image is multivalent or open to multiple interpretations or possibilities in
terms of its reading. it empowers the viewer in that she or he is required to complete
the image Individually", When an image displays a contravention of existing
conventions. whereby old ideas are challenged and replaced, it begins a process which
gradually shifts the viewer's perceptions from what they were initially (refer chapter 2
page 30). To be a spectator is thus to fulfil a pivotal role in realising .. activnbng - the
16 \Vhils~ on one level. 'open' images can be seen to empower the viewer, on
another level, this same feature can work to inhibit or alienate or disempower a
viewer. who is faced with an unfamlliar type of image .. especially if that
image is not based in illusionism.
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power of the image. Ultimately then, the full power of an image lies as much with the
viewer who chooses to either respond or not to respond to the image. So, the premise
of Bco's open theory should surely be equally based in the degree of openness of the
viewer. The meaning of a work therefore changes with the shifting responses of
viewers through time. Perhaps one could even go so far as to suggest that the degree
of openness of all artwork resides in the dispositil)n of the viewer and the fact that
certain works seemingly encourage openness on the part of the viewer. The
significance of the viewer in completing the image lies in the fact that a sign is not a
sign until it completes the projection; meaning comes to the sign from the place it
projects itself to (Bryson, 1991:72).
i:,,"'v's theory of the open work and Bryson's semiological position both locate the
openness or the power of art within a social reading of the work. Undoubtedly this
reading will vary from viewer to viewer within a particular age, and on another level,
the collective response of'vlewers to works of their own age and to works of previous
ages will also vary through time. These responses will affect the continued sense 0.1.
relevance of the work.
Chapter one showed that likeness itself is a construction. If we are to accept the
constructed nature of the self and of identity, then a portrait construes or reconstructs
an already constructed identity. Warhol's celebrity portraits, for example, are largely
paintings of persona's. His portraits of Marilyn Monroe. made-up and glamorous, are
different to how a portrait of Norma ...Jean Baker without make-up would appear.
Warhol has constructed an image based on an already constructed 'image',
Furthermore. a portrait is created by the artist's interpretation of particular cttrlbutes or
qualities of the sitter which are construed from the artist's relationship with the sitter.
So, the portrait can then be viewed as a meeting ef'the artist's and the sitter's identities
.. a physical manifestation of the quality of tile transaetional relationship, including the
issue of power relations between the two.
This chapter has stressed the constructed nature of the self. the way we, are defined
and how we define ourselves. Transactions as an integral part of these constructions
acknowledges t113,tthe individual actively defines her or his self and context, and is so
defined by her or his env~ronment and by others.
Considerlng the portralts of Freud and Warhol in the next chapter allows US~ in a
sense, to step into the studio, to look at ~.I.~~work, finding the ways in which the
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painted or silkscreened images embody such issues as the relationships between artist,
sitter and viewer, and how the use of particular conventions conveys these relations.
S4
CHAPTER FOUR
THE PORTRAITS OF LUCIAN FREUD f...NDANDY WARHOL ..
ARTIST, SITTER, VIEWER
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12 Top: Lucian Freud. Reflection (se/fportrait) ..1985, cil on canvas. 56,2 x 51.2 em,
Bottom: Andy Warhol. Self Portrait. 1964, acrylic and silkscreen ink en canvas, two
panels, each 50 x 40 em.
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13 Top: Lucian Freud, Francis Bacon, 1952~oil on canvas, 17,8x 12,8 em.
Bottom: Andy Warhol, Lana Turner, 1985. Synthetic polymer paint and silkscreen ink
on canvas, 101,6 x 101.6 em.
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"What if allyl/tillg, lies behind the mask can 01Jly he ill/erred hy the viewer
from the clues provided by the mask, whiclt ma)' mislead as well as inform
t/trough the lise of conventions of representation 'I (Brillia.'lt.1991:1l5).
Umberto Eco offers the idee of all interpretative co-operation between reader and. text, or in
this instance. between viewer and image. It is G co-operation that brings into play not only
unchanging universal' structures of the mind, but also - and. in particular - sets of
presuppositions that "(iCY with the passing of time. The power in images is accounted. for in
this way in that, according to Eco, this kind of image is an 'open' work: the artist's decision to
leave the arrangement of some of the constituents of the work - and indeed. the interpretation
of the artist's intentions - to the public or to chance; gives them not a single definitive order
but a multiplicity of possible orders.
Open works thus presuppose the activity of the spectator in her or his completion of the
image using various cultural codes which have been assimilated. The viewer then is assumed
to be an active reader of messages ruther than an uncritical contemplator. 111inking of works
as 'open' functions on the premise that because the work 0' art CUll be viewed as a system of
socially constructed signs. its 'readings' by people can also vary.
The ambiguity, and. the contravention of accepted conventions in the work of the selected
artists. Lucian Freud and Andy Warhol, is established. in this chapter. Their works can
consequently be viewed as open. This chapter also analyses the role of power in terms of the
construction of'the relations between artist, sitter and viewer.
Andy Warhol and Lucian Freud have been selected for the way their images exemplify
markedly different forms of likeness. Analysis of their portraits helps to show. in a precise
way, that likeness is constructed by the transactions between the artist, the sp1ject and the
viewer, and that likeness can be regarded therefore largely as a matter of convention. The
analysis will be dealt with in four sections: 1) Process, Style, Medium and Subject; 2) The
Contravention of 'Iradltions'; 3) Re-defining the Portrait Genre in terms of the above section
refer to the debate in chapter two (esp, pages 33-4) whereby it is established that basic
structures of the mind. are indeed given or natural, but that sets of presuppositions are
then built upon such structures in varying ways, using conventional means. which are
constructed, See also introductionxi,
~ In this context, 'traditions' are interchangeable with 'conventions' in that both arise
from continued usage and social consensus.
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and 4) A visual analysis of a painting by Freud and one by Warhol. There are links between
the sections which will become clear in the discussion.
4.1 Process, style, medium and subject: reflecting on approaches to likeness.
Both artists' particular choice of subject reflects something of their individual attitude towards
likeness. The styles of their portraits are directly linked to their chosen medium, and together,
the style and medium reinforce the artists' views about likeness.
4.1.1 Choice of subject, the relationship between sitter and painter, and the
relationship between sitter and viewer.
The subjects of Freud's paintings are mostly people from his immediate personal life; wives,
daughters! close friends. Some are fairly high profile people such as Leigh Bowery, a
performance artist am! Francis Bacon, but these people are also Freud's personal friends.
Occasionally there are commissions, such as Alan ill a Chair' (1983...5) a portrait of the
collector Thyssen-Bcmemisza, but paintlngs such as these are few and far between, partly 1 I
think. because Preud is 110t dictated to by the demands of sitters.
The identity ofllis models often is kept private. as paintings are referred to as The Big Man or
Naked Portrait. The anonymity of the titles highlights both the Vel) private nature of'Fseud's
work and the fact that the images are about a private sense of identification. This sense of
privacy .. which is maintained despite the public exhibition of the works .. can be at once
enticing and distancing for the viewer. For the viewer, recognition of'the images seems to be
about an identification with what it is to be human rather t~lanabout identif,ving ::1dividual
human beings. The ~mbject's identity generally remains unknown to the viewer.
On the other hand, Warhol's 'sitters' are people who present themselves 31) images to the artist
and to the world. - as images already made up and groomed. The people Warhol chooses {is
subjects are generally to be found within the realm of high society, where wealth, fame and
glamour are the criteria for recognition. Warhol knew some of his subjects, but it is of'interest
to note that many of the portraits were made after the death of the subjects. The creation of
portraits after the death of the subject, or of those portraits. whose subjects Warhol did not
know, announces clearly that Warhol's portraits are about images ...more precisely .ed or
final images.
III these instances. Warhol's portraits are reliant on publicity photographs from the past. This
fact. and the endless repetitlon of the images allude to notions of propuganda. Affirmation of
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t s ,
fqdft.
14 Warhol, A. Turquoise Afa1'.ilyn, 1962, silkscreen ink on syntbetic polymer paint
on canvas, 101,6x 101t6 em.
,
•
14 Warhol, A. Turquoise Marilyn! 1962, silksereen ink 011 synthetic polymer paint
on canvas, 101t6 x 101,6 em.
and 4) A visual analysis of a painting by Freud and one by Warhol. There are links between
the sections which will become clear in the discussion.
4.1 P:,{)CCSS, style, medium and subject: reflecting on approaches to likeness.
Both. artists' particular choice of subject reflects something of'their individual attitude towards
likeness, The styles of their portraits are directly linked to their chosen medium. and together!
the style and medium reinforce the artists' views about likeness.
4.1.1 Choice ot' subjed~ the relationship between sitter and painter, and the
relationship between sitter and viewer.
The subjects of Freud's paintings are mostly people from his immediate personal life; wives.
daughters, close friends. Some are fairly high profile people such as Leigh Bowery, a
performance artist and Francis Bacon. but these people are also Freud's personal friends.
Occasionally there are commissions, such as Alan in a Chair (1983-5)~ a portrait of the
collector Thyssen ..Bornemisza, but paintings such as these are few and fsr between, partly, I
think. because Freud is not dictated to by the demands of sitters.
The identity of his models often is kept private, as paintings ate referred to as The Big Man or
Naked Portrait, The anonymity of the titles highlights both the 'Very private nature of Freud's
work and the fact that the Images are about a private sense of identification. This sense of
privacy .. which is maintained despite the public exhibition of the works .. can be at once
enticing and distancing for the viewer, For the viewer, recognition of the images seems to be
about an identification with what it is to be human rather than about identifYing individual
human beings. The subject's identity generally remains unknown to the viewer.
On the other band. Warhol's 'sitters' are people who present themselves 3S images to the artist
and to the world, - as images already made up and groomed. The people Warhol chooses as
subjects arc generally to be found within the realm of high society. where wealth, fame and
glamour are the criteria for recognition. Warhol knew' some of his SUbjects, but it is of interest
to note that many of the portraits were made after the death of the subjects. The creation of
portraits after the death of the I." ~~ect~ or of those portraits whose subjects Warhol did not
knov ..", announces clearly that Warhol's portraits are about images .. more precisely ~ fi~ed or
final images.
In these instances. Warhol's portraits are reliant on publicity photographs from the past. This
fact, and the endless repetition of the images allude to notions of prop uganda. Affirmation of
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this :dea is found .. most obviously" when the images which are so multiplied and extended
into our space, are indeed images of political 'heroes': one is reminded of Warhol's 'Mao'
series and ot'his portraits of Lenin. That Warno! produces images of coup-cans and flowers ill
as much abundance as he does 'heroes' says much about his understanding of the
propagandist nature .. or potential- of mass-produced imagery. \Varbol's portraits seem rather
to exist in the category of social commentary,
With the portraits which are created from past publicity images, Warhol re-awakens the
subject. creating portraits in memory of the subject and reinforcing public images or images
of public people. \Vith this process of posthumous portrait-making, \Vnr1101 confronts 'head-
on" so to speak, the role of memory and time contained witlun tll\} portrait: he evokes the
past. making it present. This is a reversal of the usual portrait-making procedure whereby the
portrait is made in the present, and in time comes to evoke the past. Warhol turns time inside-
out, and in so doing makes apparent a chief function of the portrait, namely that of recording
the passing of time.
His portraits can be seen to be images of images. each as constructed as the other and for this
reason it is immaterial whether Warhol knows his subjects or not:
As knowable personalities go. Marilyn Monroe and Mao Tse-tung, whom
(Warhol) never met. are less remote to him than some of his 'sitters'.'
The viewer, in turn, is also familiar with the image or the persona rather than with the private
person.
That Warhol's titles ~ Marilyn, Jackie, Liz ...me first names, sometimes even
nicknames. suggests the fhmiliarity of public figures with their audience:
everyone knows who Liz is (Steiner, 1987: 175).
Of course, the permanence of this familiarity is questionable as S\lrely the 'stars' will date and
for generations to come will not be quite so readily identifiable.
\'Vith the portraits ofhigh profile celebrities the public sense of identification, whic': is based
em the recognition of an image. is more significant than allY detailed reference to the subject's
actual physiognomy. It is exactly this which contributes to the limited time-span of these
portraits: that recognition is based on the social conventions of a specilic time which are
continually shifting and changing,
----------------
Bourdon.I). "Andy WarlltJl and the Society Icon" J' ,t in America. lan/Feb (1975:43).
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4.1.2 The approaeh to the making of the work, and medium.
The approach to the making of the portrait and the choice of medium again serves to
comment on the .elationship between painter and sitter. Freud's style of painting can best be
described as gestural. It is as if he were modelling from clay..pinching and prodding the paint
inr tIle shapes which structure the form. The oil painting process involves the direct
appHcaHon of the ,(~aintto the surface and the painter's unique presence or impression IS
captured in every brushmark, TIle communication of Freud IS feelings about his subjects
only b '-;ome 'lI!)parentthrough [Freud's] exhaustive looking. a process of
examinai.on that can last six months or a year. and sometimes for eight hours a
day. Expressionistic or romantic emotional splurge would be too easy - a mere
self indulgence. not the true feeling. '1 ath emerges from the 'closest
observation ...day and night' with a completeness "without which selection
itself is not possible'(Freud, 1954:23) ...This approach explains many things
about the Freudian method. The arduous nature of the process, for example,
and its slowness .. the painting growing imperceptibly, as one model puts it,
'like the hand of'a clock',"
Given this, it could be said that Freud's slow technique of painting from life allows for the
painter's particular attitude to be communicated subjectively:
one advantage of painting slowly is to register cha~~t-, because people change
slowly too .. the texture of their skin, their mood, their weight. I pay attention
to thElIall the time. ~
The painted image thus functions as an extended recording of'the relationship between painter
and subject and allows the images to extend beyond purely optical likenesses of the sitters,
beeoming images which embody both the painter and the sitter .. images which intrinsicaUy
reflect the power relations in this transaction.
The scale of Freud's work is generally quite small. Viewing is conditioned by the scale in tl.at
such a scale demands that the viewer moves in close to the image. The fleshiness and t.ie
physicality .. both of the paint itself and of the bodies portrayed .. further draw the viewer in
Gayford, M. "The Duke. The Photographer, His Wife, and TIle Male Stripner'\ in
Modern Painters, Vo16.3 (1993:22).
Taken from "On the Couch with Freud", Sunday T('h'g1'Oph~London • .5/9f93.
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towards the image. The viewer is thus compelled to experience the works from an intimate
viewing distance,
Warhol's approach to the portrait, on the other hand. is somewhat different. Usually. his
models would arrive at the 'factory' for a fifteen minute photo-shoot. Warhol would then
work alone on the image, altering it as he saw fit. Warhol's style of portraiture has been
arguably described as 'cosmetic' .. a skin deep treatment of surfaces. It nevertheless reflects a
relationship between artist and subject, TIle artificiality of the portrayals of his sitters us
society icons, as dehumanised and }1ea\'n~jmade-up, masked 'individuals" glamorous and
blemish-free may be seen as reflective of\Varhol's belief'In the superficiality of his subjects
and the triviality of his relationships with them, TIler.}fore. his mechanical style can be seen,
not as a limitation, but us a reflection of his perception of the quality of'his relationships with
his sitters. His images bear a likeness to the sitters in '1:ilatthey are like the images or personae
the sitters present of'themselves,
Warho11s photographic and serigraphie medium h""ults in a mechanical and uniform style
which reinforces the sense of distance between Warhol and his sitters. Paradoxically, this
sense of distance which is enforced as a result ofthe mechanical style. also affords the images
e certain accessibility by virtue of their reference to mediated images which we digest
everyday. The speedy reproduction processes, though very flat, very commercial and very
depersonalised 11a8 become very much a haIJmar:" of 'Warhol' .. his presence or aura can be
immediately felt through the use of these techniques.
Roland Barthes offers some insightful comments 011 the nature of photography which help to
explain the impact behind Warhol's photographically based portraits:
The age of photography corresponds precisely to the explosion of the private
into the public, or rather into the creation of a new social value, which is the
publicity of the private: the private is consumed as such, publicly. (,
The scale of \\1arho1's works is also public, and his work is often as large as billboard
advertisements', The viewing process is conditioned by the large scale in that the works can
be seen from some distance. Whilst the bright and shiny bl'odu areas of slick colour might
arguably seduce the viewer into moving closer towards the image, this mediated quality of the
Barthes, R.. Camera Lucida. (1984:98).
One thinks ofWnrhol's 1964 Thirteen ~\1()stIf'anted Men which was a 388 foot-square
mural, and of the many images which were transformed into wallpaper, covering large
galIery W{\Us. Many of his works are over 2 metres in height.
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works might also allow the work to be digested at a quick glance, aUowhlz the viewer to
move on,
\\larllOi's portraits and their obvious ~,;f'erenceto mediated - advertised" imagery. evoke a
strong sense of tile publieity of the private.
4.2 The eentraventlon of convention
Freud and Wa hol butll make portraits which work against certain conventions of the genre. I
would like to re-cap S0111.eof the conventlons which are challenged before gOi:lg on to
examine the effect which such contraventions hold for the portrait genre.
The way in which Freud uses the oil paint medium for instance, obviously announces the
paint as medium and this is different to the way in which classical painters concealed their
paint medium in an attempt to create a simulacrum ofreaUty (refer Hal Foster's argument ill
chapter two. page 28). In \Varhol's work, the use of his particular medium, especially in
coniunetion with his specific set of sitters - the rich and famous - serves to undercut notions
of originality, usually associated with conventional portraiture. Freud's sitters, by way of
contrast, are personal frlends, unknown to the larger public and in this again, Freud's choices
are in opposition to the assumptions oftraditional society portraiture.
Both Freud and Warhol's approach to the process cf' creating a likeness contravene
convention. Warhol's fifteen minute photo-shoots with sitters, from which an image would be
selected, 'touched ..up' and transformed into a painted silksereen ...with the potential for an
endless senes of the same image. and Freud's arduous and draining process of scrutinising his
often-naked sitters, are both very different from any conventional process whereby the artist
would be dictated to by the demands of the sitters ...probably in terms of time as well as in
terms of the resulting portrait.
By challenging its convention. Freud and Warhol re..define the portrait genre and the power
relatio.is which they have set up between themselves and their sitters, between themselves
and the viewers, and between themselves and their relationship to the genre of portrait -
making itself.
Freud and Warhol clearly challenge and use conventions in rather differing ways. For
example, whilst they both worked within the traditional genre of portraiture, their particular
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portraits deliberately denature and rupture the human form, one through gesture. the other
through rueehanical means. In this. their poitraits are imbued with a new relevance:
:'\illdern.isfl}, - Expressionism included - represents a challenge to autllority.
specifically to the authority vested in dominant cultural modes and
conventions. To1ay, however. modernism has itself become a dominant
cultural mode, as the quotation of modernist conventions in pseudo-
Expressionism testifies ...Thus the contemporary artist is trapped in a double
bind: if the modernist imperative is obeyed, then the norm is simultaneously
upheld: if the modernist imperative is rejected, it is simultaneously confirmed
...In other words. today the modernist imperative to transgression can be
neither embraced nor rejected."
This statement, though in context of Modernism, is in fact an archetypal dilemma rather than
a purely Modernist one. The 'trap' in the struggle against preceding styles of painting is
part of the poetics of artists themselves, whose very vocabulary betrays the
cultural influences against which they are reacting (Eco, 1989:81).
Whilst it may be a conventional route to overthrow existing or previous traditions, the use of
such conventions to reinvent traditions, can give the works a fresh impetus; a new meaning. It
is naive to assume, for example. that a •classic' work of art meant the same thing to the artist's
contemporaries as it does to us. Images which now seem conventional, were once almost
certainly revolutionary. Assuming that their meaning in unchanging would be to deny the
successive reappropriation and reinterpretation of works of art by each successive generation
(Owens. 1983:11).
Both the work of Freud and that of Warhol confronts the ditl1culty of challenging eenventicn
and the impossibility of transgression. Their attempts to do so therefore inevitably contain
ambivalence and contradiction.
I' Owens, C. "Honor, Power and the Love of\Vomen" .41'1 inAmeriea, Jan (1933:11).
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4.3 Re..denning the portrait genre in terms of medium, subject ..matter and approaen.
4.3.1 Medium
Freud uses the convention of gestural brushmarks as part of his pursuit to render paint as
flesh. to mould the paint on the canvas as flesh is moulded around the bone structure;
I want paint to work as fi tsh, I know my idea of portraiture came from
dissatisfaction with portraits that resembled people. I would wish my portraits
to be ajthe people not like them. Not having the look of'rhe sitter, being them.
As far as I am concerned the paint is the person. I want it to work for me just
as flesh does,"
Evident in most of the later portraits, is Freud's manipulation of the paint, the swirling,
swiping brushmarks which define and redefine the forrn.Jeaving granular residues of pigment
which describe the texture of the skin and reveal the struggle and labour of the painter.
Freud's portraits are painted as if they were modelled. and though it is his desire that the paint
becomes flesh, the portraits do not ever break through their own boundaries. in the way that
portraits by Frank Auerbach do, sometimes reaching a three dimensionality which is
exceptional ill oil painting.
The sometimes rigid illusional quality of Freud's images, and the way that the paint is so
clearly used to describe a form, paradoxically both announces and maintains the equation
between paint and flesh. The paint is thus prevented as such from 'becoming' flesh, it is all
the time admitted as an equivalent for flesh. Perhaps it is when we can no longer identify the
form clearly or immediately, that the paint begins to work on our senses as something other,
perhaps as flesh ?
Freud's gestural marks are expressionist, as though the gestures ccntain the presence of the
artist through his direct translation of sight into mark, and thus communicate the intensity of
his relationship with the model's body. 111 his use of gesture, the form 1S ruptured, and this is
in complete antithesis to naturalist or classicist traditions of depicting the body, in which the
marks of the artist are concealed, and the body made to appear 'natural'. The deposits of paint
granules which collect on the surface of Freud's portraits can also be viewed as something
which ruptures the form. Thus it is in Freud's particular use of the oil paint and in his very
specific approach to his sitters that one locates the 'double bind' of the contemporary artist:
's Lucian Freud in conversation with Sir Lawrence Gowing, in Gowing, L. Lucian
Freud ..(l982:190 ..91).
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Freud works both within and against the genre of portraiture in that although he does re-
evaluate the tradition of portraiture, 'undressing' previous values to expose others. he
nonetheless upholds certain conservative ideals such as tl e evidence of artistic skill,
illusionism and labour.
Warhol ruptures the human form through mechanical means. Ideals of originality and
uniqueness, which are linked til ~le values of wealth and status, are challenged through
Warhol'S use of'the photographic and serigraphic mediums and their inherent "'cproducibility.
Whilst Warhol's portraits appear to valorise traditional portraiture, the properties of his
chosen medium afford his paintings a criticality which negates the ideals of previous
portraiture. Warhol's portraits also challenge the ideals of precision. or the preciousness of
much society portraiture: the deliberate offsetting of'Iip or eye colour, for example, alludes to
the idea of 'mistake' and also underlines the process of construction. Here Warhol is
deconstructing while constructing.
The images are repeated, sometimes with differences of colour, focus and print articulation.
Inthis way Warhol disrupts our belief in photographic accuracy or 'truth', He also deliberately
and obviously alters the phctogrophs, removing wrinkles, thinning necks and so on:
The portrait was At:dy's idealized interpretation of the person. Around 1980
Andy even had 'lip' books made: clothbound books containing many pages of
silkscreened lips in various shapes and shades of red. If he thought a woman
should have a certain look he would sometimes refer to these 'studies' of lips:
they were his 'sketchbooks' (Fremont, 1993:30).
Tne obvious alteration of the photographic image works to expose conventional notions of
'photographic truth' as being constructed too.
The mechanical processes of reproduction, the deliberately constructed nature of the subjects
and of their representations, denatures the human form and offers instead, depersonalised
icons cf'twentieth century symbols. These icons, including such celebrated stars as 'Marilyn'
and 'Liz' paradoxically sustain the value system which prizes wealth, fame and stardom, even
in their attempt to comment upon the value system which sustains them.
Warhol's work challenges past conventions of art ..making. His understanding of such
ccnventlons is made clear ill the following anecdote: Henry Geldzahler remembers saying to
Warhol about the 1974 portrait that he had recently completed of him:
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16 Warhol, A. lienry Geldzahler, 1979~sllkscreen ink on synthetic polymer paint
on canvas, ,101,6 x 101,6 em.
'But Andy, I don't want it, it's nothing but a blown up version. of the polaroid.
You've left out the ad!,IO
A few years later. in 1979. the portrait was redone. This time the portrait has many juicy
brnshstrokes on it. It seems clear that Warhol used violent 'impassioned' brushmark as a sign
of artistic mastery. Such simulacra of mastery tl!stiZY. however, only to its loss. n Perhaps this
is exactly what Warhol intended) with his 'anybody could do anything' attitude.
4.3.2 SUuject-mattcr
Freud is seemingly neither concerned with flattering his subjects, nor with their happiness or
unhappiness with the finished Image. For the -nost part his paintings are not commissioned
portraits, and this entails a renegotiation of the ~rtistlsubject relationship ill that the artist
retains more control over how the sitter is to be represented. The artist is not subject to the
requests of sitters. While it is true that Freud requires models whose 'aural must be the
'starting point for his excitement", he observes that before the work is completed, the models
themselves seem to drop away, and the
picture is all he feels about it, all he thinks worth preserving of it, all he invests
it with (Freud. 1954:24).
In a way. Freud sees his models as objects; a~ vehicles for his work, which is pdmarily about
the nature and quality of flesh and not the individual person.
A painter must think of everything he sees as being there entirely for his own
use and pleasure (Freud, 1954:24),
In a conversation with James Kirkman. an ex-dealer of Freud, I asked if Freud painted only
those whom he knew well so that he could capture an inner or metaphorical likeness. He
answered that he thought since Freud is a very private and shy man, that he likes to secure his
Geldzahler, H. "Andy Warhok Virginal VOYCUl,tIin Andy Warhol Portraits,
(1993:26).
II Owens. C. "The Discourse of Others: Feminists and Pcstmodemism" in Hal Foster'S
rhe Anti-Aesthetic:, (1983:67).
Freud, L. "Some Thoughts on Painting" in Encounter, Vol.III, No.1 (19::4.:24).
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11 Freud,L. Man in tl Chait'. 196.1..5, oil on canvas. 120,7x Fsn~4COl.
control of the situation. and that his choice of friends as sitters has nothing to do with any
kind of search for inner likeness.
Freud's control in the studio can be felt in the poses which !lis sitters adopt. While Freud has
claimed that he never dictates a pose and t111n he Jets the sitters find their 0\\-11 positions. it is
k .eresting that the poses which sitters have chosen are so often defensive positions. Notice
for example. the way that the subject inMan in a Chair {I989) clasps his bands together over
h~sgroin, or the way that the sitter in Man in a Chair (1983-5} grips his thighs with his hands.
TIle poses are also often victim ...like. in that the sitters crouch, as in Naked Alan on a Bed
(1987) and Naked Girl (1985-6). The postures almost always have a certain uneasiness about
them and this uneasiness would sureiy stem from the nature of !hi" power relations set up
between the artist and his subjects.
\Vtlthol reproduced a particular profile of the American value system, which was, in a sense,
one of a spiritual wasteland, His glamorous and expensive portraits. of the rich and famous
seem to uphold the values of wealth, power, and status which are traditionally associated with
society pottrahure, These values have little to do with an understanding of humaneness and
much to do with 3upcdiciality.
The confusion which Warhol himself treated about hia work is very much part of the work.
The ambiguity of the portraits seems to me to be located inWnrbol'sjoy and sadness in the
power-plays with which be was involved. On the one hand the glamorous and 'beautiful'
society portraits were very lucrative and made him popular, and on the other hand they
confirmed the vanity and superficiality of the sitters.
4.3.3 Approach to the portrait genre
The ambiguity of Freud's P31T'C 'e'l. particularly with regard to their ambivalent relationship
to the traditional genre of ,l'tmi~ttret 'lccount for his work as 'open' which allows the
spectator to con-nlete tile image. Indeed, th Catherine Lampert notes:
The interpretations that shadow these works are highly subjective, and many
an historians would insist they should begin with admissi, i1S of our 0\\111
gender and experience,"
---------._
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18 Top: Fr-eud,L. Naked Girl, 1985..6, oil 011 canvas. 81 x 71 em.
Bottom. Freud, L. Naked Man on :a Bed, 1987, oil 011 canvas, 56tS x 61 em.
With the removal of the clothing, the setting. and the modesty of his subjects, Freud's
portraits unsettle the past traditions of portraiture. Retaining the exclusive use of the oil-on ..
canvas medium, the portraits have little to do with concepts of role. status. wealth and
decorum traditionally associated with (he portrait. It seems that Freud questiofIs what lies
beneath the decadence displayed in previous social portraiture. Still, embedded in a solid,
conservative. English painterly tradition, his fleshy, 'undressed' portraits nevertheless suggest
a kind of metaphor for 'the difficult era inwhich we Uve'14. one inwhich humaneness and
vulnerability is exposed and embraced. This pnint is not without ambiguity either, for the
sterile environments in which Freud places. his sitters can afford them a certain dehumanised.
lifeless, or object-like quality. and yet. at the same time. the nakedness ~'Jldvulnerability are
most human (see also illus, 20).
As much as the images draw the viewer in; as mach as tlle brushwork, tor example, implies
the presence of tile painter and allows us into the process of the image's creation, there is also
a certain amount of distancing. One feels disturbed by the challenging and confrontational
quality of these exposed figures. but one feels that it is Freud, and not the sul~ect who
challenges the viewer. The presence of the artist - the painting as reflective of'the artist's self ..
is paramount and this testifies to the degree of Freud's control. Visually~ this control is made
manirest in the somewhat rigid definitive edges or outlines which function as boundaries to
enclose the figure. #
In the end, such an analytical decoding of the artist's intenticns often avoids - or simply
cannot ever provide .. an account of the very powerful impact that these works have on their
viewers. Catherine Lampert seems to be speaking of exactly this difficulty with translating the
impact of an image when she suggests that:
Freud really has shaped his painting to join what is by consensus great art by
sensibility alone .. His is a sensibility that runs all five senses as if wired up
together (Lampert. 1993:13).
Freud's paintings have an eroticism. which is difficult to pinpoint. The inte lsit) and the
struggle with which they are executed is almost tangible. the artist's scrutiny of the body in
front of him and his translation of it into paint, seems to be almost a physical aet; the body is
described almost as much through touch as through sight. I would like to suggest that the
eroticism of Freud IS images is pelhaps indirect in tr .t the eroticism seems to result less from
looking at the represented image than it does from the suggestion of closeness or intimacy
!4
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19 Warhol, A. Sixteen Jackics, 1964, aczylic and silkscreen on canvas. 203,2 x
162,6 em.
which is implied between Freud and his models, especially given the private nature of the
long and naked sittings and the resulti'lg privateness of tile images themselves."
It is clear then that botb the portraits and Freud's motivation for painting them lie outside the
conventional realms of society portraiture.
WarlmJ's reinvention of the pOl':mit genre - simultaneously glamorising and depersonallsing
his sitters .. is embedded ill his own persistently ambiguous persona or constructed image. An
apocrypbal story tells of \VarhoI opening two exhibitions at the same time; one he opened ..
and the other was opened by a look-alike. No one was quite sure WI10 was tile real Warhol
and who was the impersonator. This episode seems to question the very notion of identity. the
original, and points to reasons for his use of repetitive imagery as, for example, in Sixteen
Jackies {1964):
Some people must go crazy when they realize how much space they've
managed to command. If !'OU were the star of the higgest show on television
and took a walk down an average American street one night while you were on
the elr, and if you looked through windows and saw yourself on television in
everybody's living room, taking up some of their space, can you imagine how
you would feel? 16
Warllol's portraits are arnbigue 'so He strove to challenge conventions ofhls chosen genre and
to radically undermine notions of uniqueness. Yet the rich and famous continued to want and
need an 'original' Warhol; an "iginal fake, Warhol's own vagueness about his position with
regar; to the criticality of his works, evoked a variety of responses from viewers, testifYing to
the 'openness' of'his work. He deliberately cultivates tht. changes of his origlnal intentions by
unwitting associates:
--------~----------
Seen ill this way. the images are very much about Freud himself and his primary role
in the construcnon of the portrait is asserted. Freud himself, and his relationship with
the sitter, is implicit in the resulting image. In a sense it ~svery difficult to view these
images as anything but a reflection and an embodiment of both sitter and artist and of
their .. intimate .. relationship, Viewing the works one 'feels' the intensity of the
relations between artist and sitter, and I think it is here that the images are perhaps
erotic.
Warhol, A. From A to Band Bm:«Again ..(1975:132).
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If peopje never misunderstand you, and iIthey do eVerything exactly the way
you tell them to, they're just transmitters of your ideas, and you get bored with
that. But when you work with people who misunderstand you. instead of
getting 'transmissions' you get 'transmutations', and that's much more
interesting ill the long run."
It seems as though Warhol uses his power in the situation of portrait-making to the benefit of
his sitters, He makes them beautiful. TIle images are so glorious that they do not appear
victim-like, until tbey are all seen foget' -r, It is then that their 'sameness' is sadly obvious.
Individuality is drained and the sitters can all be viewed as victims of a media-conscious
society whereby wealth, fame, beauty and prominence are the most valued commodities.
Warhol's stated desire to be accepted in these echelons of fame and stardom confuse the way
his portraits are read. They have been understood as both a critique and a celebration of such
values. It is his very process of making portraits ~mechanical, quick and repetitive .. which
allow him to critique tradition~I notions of 3uthenticity and originality generally associated
with high society portraiture. Warhol works within and against the tradition of portraiture -
whilst obviously commenting upon high art. his work is imbued with many of the
connotations of such art .. and it is in this that the 'double-bind' of the contempo 'ary painter
manifests itself.
One can imagine that Warho1's portraits will easily become daten .. that in generations to
come. 'Marilyn} and 'Liz' will not bear the same force as they do/did iI1 the twentieth century.
That Warhol might have been conscious of this limitation .. in terms of the timelessness ofthe
portraits - strikes me as merely another way ill which Warhol worked both within and against
the genre of society portraiture,
Warhol's (}\\Il1 personal epitomised by evasive and ambiguous behaviour! creates confusion in
his worlm with regard to any form of conclusive meaning or implication which they might
have. But perhaps it is precisely because of such consistent ambiguity and provocation thet
one could posit that Warhol is fully in control ofall the power plays between himself and bis
sitters, .nd between himself and his audience. Again, the irony is that in this~ Warhol
succumbs to values of power and possession which he appears to be critical of:
Smith. P.S. Amir Wtlrlw!'y .4.1'1and .If'iims,(1986:189).. . .
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20 Freud, L.l\~·o Women, 1992. oil on canvas, 153x 214,75 em,
4.4 Reflecting on Two Women, 1992 by Lucian Freud and # 204 Jt.farilyn Diplj'cll,
1962 by Andy Warhol.
-4.4.1 Two Women, 1992.
Looking at a painting by Freud. one is immediately aware of the travail involved in its
making. One senses, and sees reflected in the worked and re-worked surfaces the many hours
of the creation process .. the changes which have been made and the traces which they leave
of previous decisions now gone back on. It is through this sense of struggle that one can
imagine the intensity of the situation within the studio. It is also Freud's sensuous and
activated or animated handling of the oil paint which hoL's the viewer's attention.
With particular reference to Two Women the viewer is drawn into the canvas by the deliberate
upward tilt of floorboards, which serves to unsettle or unbalance the viewer, who probably
expects to retain some distance from the scenes portrayed. The sense of feeling off-balance,
created by sloping floorboards. can best be understood through the experience of walking
across a wooden floored room carrying a mirror. As one moves, the mirror reflects the
floorboards at an exaggerated angle and causes one to feel quite unstable.
The abuse of perspective .. in terms of one-point..perspective at least .. which is evidenced in
the sloping floorboards and in the illogical angle of the window at the right of the canvas, and
also in the forward-tilting ~ffect which the raised corner of the room in the centre of the
canvas has, forces the viewer willy-nilly to enter the image so that she or he becomes an
active participant and is no longer a passive onlooker ~ the viewer is pitched into the room
along with the two women.
However, this participation is counteracted by Freud's simultaneous refusal to include the
viewer. TIlis exclusion of the viewer happens primarily through the tight outlines or
boundaries which enclose the figures and separate them from the viewer, maintaining the
distance.
Further, the lack of interaction between the two women themselves reinforces the sense of
lifeless disengagement and the separation both between the two women .. who each seem
strangely unaware of the other's presence despite the closeness of their bodies - and the
separation between the figures and the viewer - who is forced to confront the figures but is
prevented from sharing in the experience of the women. It could be argued that the two
women whose bodies lie ...seemingly divorced from their psyches - on a sterile white bed, in a
bare room, evoke an atmosphere of oppressive discomfort, and as John Russell once wrote,
We sometimes wonder if we have any right to be there (Gayford, 1993:22).
In fact, \\'11e11an image is created and then publicly exhibited. tile viewer is not only invited,
but is expected to share the experience,
Having either withdrawn so completely into their own inner space, or indeed having nu
connection with Freud at all, the two women bear no sexual or erotic presence, for without
their psyche they are reduced £0 flesh. Since there seems to be no interaction on any level ...
between the two women, between them and the viewer and even between them and the artist-
the viewer is, in a sense, drawn into and rebuffed from nothing at all; the scene offers no hint
of mystery or seduction, the viewer's role is not that of Voyeur, since she or he looks in on a
scene which displays nothing of the private or that which should not be seen. This forced and
refused entry .. particularly when there seems to be nothing going on .. serves to increase me
tensions involved in the viewing process.
And whilst one might indeed ask exactly what it is that me v'ewer is excluded from, one
might also be compelled to ask why Freud chose to paint two women. The duality or •co-
existence' of the two women resists any sense of narrative, and I am reminded of tile way in
which Freud has often criticised Francis Bacon's work for being too narrative. With this in
mind, it is possible to assume that Freud might intend this potentially narrative lmage .. in fact
..to be devoid of any such possibility.
It is through subjective and personal interpretations of an image that one can imagine a
similar kind of tense and uncomfortable interaction between artist and sitter. And whilst one
may interpret or invest the image with all of ones own feelings, coupled with sparse
information issuing from Freud's studio, one is in the end presented with few certainties. 1n
this instance we are presented with two women and as Catherine Lampert has suggested, any
interpretation of Freud's paintings should begin with admissions of OUT own gender and
experience. Of Two Women, she writes,
The air-borne fantasies and long filly ..like raised limbs of 'Two Women' 1992
lets the mood hover into the realm of male connoisseurship so deplored by
women (Lampert} 1993:23).
My OW11 fascination \'lith this image lies with my sense of these women as somewhat lifeless
objects of'flesh ..which mi~"'t decrease or increase such 'enjoyment' of the flesh. suggested by
Lampert's interpretation.
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21 Warhol, A. Mal'i{m Diptyen, 1962~acrylic and silksereen on canvas. 208,3 x
144,8 em.
Freud has stated that his interest in the portrayal of flesh was to allow the paint to be the flesh
.. moulding and shaping the figures from paint, as flesh is moulded by the bone structure. At
the same time. however. as Harry Diamond ...a well-known photographer who sat for Freud -
explains. there is mote to Freud's portraits than the translation of'flesh into paint. or paint into
flesh:
If someone is interested in getting your essence down on canvas, they arc also
drawing your essence out of you. So (sitting for Freud] was somewhat
exhausting, Afterwards one felt depleted, but also invigorated, because he bas
a stimulating personality (Gayford, 1993:24).
So one can assume that it is also an indisidual Iifi: that Freud aims to relay to the viewer, and
not only their flesh and the 'objective' portrayal ant. It is thus interesting that my sense of the
two women is primarily of their lifelessness .. their objecthood. It is possible that this apparant
lifelessness is a result of the Y:..ry nature of the 'Freudian method" and that the energy or
essence of the sitters and the situation is transferred rather to the image itself, than to the
depictien of the sitters. This might explain Freud's ambiguous statement about the sitter
eventually £1l!ing away and the picture being all that he feels about i4 all that he thinks worth
preserving of it. all that he invests it with. It might explain why the two WOmen appear as
objects but the image is invested with a great tense energy, a great psychological presence.
The image is then, in its entirety, an embodiment of all inter-relationship between artist.
sitters and iT, ge, In this way. the image functions 1~:'(' in terms of traditional portraiture
whereby the idl!ntity of the sitter is primary, and more as a reflection on the portrait ..making
process as a complicated web of transactions between artist, sitter, image and viewer.
4.4.2 # 204 Jlari{}'11 Dfptyc!z, 1962.
Looking at Warhol'S portraits, by way of'comparison, is a funds.nentally difte.t.H ~K~~·rience.
One is struck immediately by the sense of ease and randomness with whi(M these portraits
were made. On another level it is precisely this ease which becomes uiscomfortlng: the ease is
not evident so much ill terms of the fluidity or inevitability of the image as it is in the sense of
a systematically produced and reproduced image, The obviousness of this deliberately
repetitive and banal process unsettles the ease with which we digest such images, us viewers.
Wi~h particular reference to # 2()4 Afari{vn Dipttlch this ease is exaggerated because the
image of Marilyn Monroe is an already mediated image - Warhel created this silksereen
painting from a publicity shot of Marilyn, an image which. became even more publicised once
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Warhol began repeating it. Warhol was aware of how people became images in the first place
when he stated that
repetition adds up to reputation (Steiner, 1987:114))
and he exploited this idea visibly in this particular image: tile more one's image is repeated,
the more of an image Cinebecomes,
The repetition also functions on another level. The repeated lines of Marilyn's portrait allude
both to photographic contact sheets and to film strips. This could allude to movement and the
passing of time but when one looks closely there is no chang" at all in the position of the
subject: only the colour, the tonality and the shadows alter. So that if one imagined these
strips being put into motion, as in film. Marilyn would be stationary and statuesque. as only
external factors around her, such as light! changed. Interestingly, many of Warbolts films
which he went on to make, such as Sleep. display just such a sense of stillness in that not
much occurs - Sleep. for example is an eight hour long film of a person sleeping. This sense
of stillness evokes the' object' quality with which Warhol invests his sitters.
The sense of stillness. despite the reference to movie strips, reinforces the 'objecthood' of the
image, and one's sense of Marilyn, or rather her image. is as a commercial property inmuch
the same way as a can of Campbells soup. The image of Marilyn is repeated so often that it
becomes an iconic symbol of i960's fame, glamour and stardom. Warliol pushes the image to
the extent that it becomes • almost - the singular way in which we, today. know Marilyn
Monroe: more as a symbol than as a human being.
On the right panel. the image ofMatilyn is the same image as on the left panel, only here it is
reproduced in black and white. Too much ink is used in some prints and too Uttle in others so
that Marilyn is at times blotted out and at times 80 faded that she is almost non-existent, The
left panel shows the conscious aesthetieising of an image while the right panel seems to show
the de-aestheticising of the same image. Together, the two panels expose the constructed
nature of Marilyn's persona and the constructed nature of Warhol's portrait of bel', Warhol's
portraiture is revealed to be primarily about images, and their construction .. of both the
persona and the portrait.
Finally, I would like to comment upon Warhol's telling .. ifnot amusing ~title for this image.
He calls it # 204 Marilyn Diptych, and this alludes to the £'1otthat there might indeed be 203
others. We would surely not be mistaken in thinking both that the previous 203 '.re the same
as the present one, and by the same token, that there might be an infinite amount of such
images which follow number :!04. Here. with the usual Wurholian cynical humour, the
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boundaries of traditional portraiture are stretched, and the convention of authenticity and the
'original oil' is greatly undermined.
In conclusion, both painters have addressed very speclfi» llfonies of the cultures from which
they have issued. The social context of an artist, forms a background to many of the decisions
made in the construction of ':!uimsge, In this way, society and environment impinges upon
individual sensibility. and is reflected in the work. Warhol's depersonalised, l~~~chanjcal
portraits seem to embody an American value system intent on the new, the slic!\ and the
successful. Freud's ",.orl(, on the other hand, is embedded in a solid, conservative. English.
pamterly tradition.
Freud and Warhol both use conventlons of past traditions critically. changing their meanings
and the ways in which we respond to them. It is in this way that their images form a d.:h
dialogue both witli the past and with the present. Their works reflect the environments and the
social contexts within which they were created, they engage with their audience and they ale
thus imbued with a life force and a power through which to locate their relevance.
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CHAPTER FIVE
THE THEORY IN RELATION TO l\fY O\VN PRACTI(:AL
\VORK
"ElJilrytltiltll palms to transience; Notllillg [,·taysas it is. The signs we
make are provisional; if one knows it, well and good. Images lose now
tlleir finn outlines. "
Christa 'VoIr. I
5.1 Introduction
I shoutd like to make it clear at the outset of this discussion that not all of the points
raised apply to each individual work. '111C practical body needs to be viewed as
precisely that! a hody of work. whereby each piece informs, and reflects on a process.
I should thus like to discuss the relationship between the theory and the practice in
more general terms, referring at times to particular images. I should like here to
provide a brief overview of some of the issues which are discussed at length in this
chapter in relation to the image themselves and their relationship to the theory of the
previous chapters.
Contemporary art draws its main value from n deliberate rupture with
the laws of probability that govern common language - laws which it
calls into questlon even as it uses them for its subversive ends (Eco,
1989:(4).
111eruptures arc the most critical aspect or development in each painting. I locate the
critical or conscious ruptures in my own work in relation to the use of impasto paint"
gestural brushmnrk and the figure-ground relationship, These and other conventions
are used to disrupt traditional ways of reading images. For example. by deliberately
confusing the figure-ground relationship, or by using heavy impasto for the spaces
surrounding the figure. the viewer no longer reads or looks for an Illustration 011 the
canvas, but is encouraged to consciously view the canvas as an art <)bjectin itself.
The practical work and this discussion of lr, also explores various other ways in which
traditional expectations and traditional ways cf viewing portraits are subverted, For
instance, the shifts th~·"lfrontal portraits to bade views and partinl views of the head
question traditional concepts of resemblance and recognition as based almost
exclusively in the description of facial physiognorA1Y.Also. there is a gradual shift in
my work from a traditional oil-on ..canvas medium to the later use of clay and plaster"
-_._---_----
of-paris to make and cast relief portrait ..sculptures. The effect of these different
mediums is located in the subsequently different appearances of the portraits: the
essentially flat. two dimensionality of the paintings and the thick physicality of the
sculptures. The differences between these two forms of portraiture are discussed in
terms of the material qualities and the particular references and associations which
they evoke.
1 later discuss my interest in the objecthood of'the images. This objectltood of both the
paintings and the sculptures is discussed as arising from two things: the dissolution of
boundaries between figure and ground; the positioning of the figure and other objects
as extending beyond the frame, in other words. not contained within the format, In
both cases the ground. in a sense, becomes a field of activity whereby the clarity of the
edges and of the image itself is diminished Or confused. With this 'confusion' in place.
the portraits inevitably become highly subjective objects of art, rather than descriptive
pictures. The objecthood of the sculptures is further located in their weighty bulk mad
three dimensionality. The later paintings on fragments of marble have till~il'own
objecthood, perhaps because marble is a material associated wH11 ~:cullJtu.·e,and
sculpture. because of its three dimensionality i.smore easily associated witb 'objectf,
The dissolution of boundaries is also later discussed with relation to the dissolution of
power relations between artist and sitter. and is in fact used to indicate a more
empathetic form of portraiture.
Finally, methods of display which underline notions of objecthood and the
construction of likeness, are discussed.
It is my intention thllt the portraits are open to variable interpretation, According to
Ben's concept of the 'open' work
the disorder of the signs. the disintegration of the outlines, the
explosio« of the figures incite the viewer to create his own network of
connections tEcot 1989: 103).
My research of the portrait im ige and, in Lucian Freud's words 'dissatisfaction with
resemblance'. has lead to an approach to portraits which embraces Eco's concept of the
'open' work. an approach which acknowledges the portrait as a sign, and image ..
making as a system of signs. based on convention;
The frl..~eplayof asseciations, once it is recognized as originating from
the disposinod of the signs, becomes an integral part of the work, one
of the components that the work has fused into its O\VU unity and. with
them, a source of the creative dynamism that it exudes (Eco,
1989:103).
I am suggesting that my practical work becomes deliberately unfixed or ambiguous so
as to allow each viewer to bring to the work her or his 0\\11' ~of associations and to
complete it individually in a private and meditative capacity. Viewing the images as a
b(l4~'ofu:ork inevitably invites a dialogue to be set up .. between the works themselves
and between the viewer and the extended budy of work - which call guide the viewer
towards certain associations which arc intentional.
The act of viewing an image as an open and variable field of signs from which one
extracts meaning, affords the work a power of its 0'\\11. TIle work then functions as a
source of meaning through the interaction between viewer and image. and in this.
allows for possibility:
'openness' ...is one of our most precious vaiues, since every aspect of
our culture invites us to conceive, feel. and thus see tile world as
possibility (Eco, 1989:104).
Arguably. the most open works not only invite possibility but also challenge the
degree of openness of the set of signs or conventions .• Openness' within the work also
imbues the viewer with a certain active power in that in such works the viewer is
encouraged to extract as many suggestions as possible from the totality of the signs.
suggestions and personal responses which mayor may not be compatible with the
intentions of the artist.I have found this concept of 'openness' useful in reiation to my
research on portraits, since the research has led me further and further away from a
prescriptive understanding of llkeness as exact reduplication.
Connections between the images and the theory of the preceding chapters are nade
throughout this chapter. Whilst the works have an interactive relationship Wit.l each
other, there is some sort of chronology as to their production and J will br:efly discuss
this development in the following section. TIle third part of this chapter looks at the
images in relation to each other; as a body of research. This third section clarifles
connections between thf ;ntings and the sculptures through looking at modes of'
display. Section 5.4 draws associations between the body of work and other genres
nod conventions. TIle last section of1his chapter, 5.5. briefly reviews the relationship
between my work and the portraits by Freud and Warhol.
22 Van Goght V. A. Portrait' ofDocto1' GaChp.t, 1890. oil on canvas, 67 x 56 ClU.
5.2 The history of the images
My process of working has not been linear. Generally, I have not completed one
painting before embarking on the next. The process rather, has 0;:;(;'0 organic in that
several images are worked on at the same time, some are completed, others are
discarded only to be re-worked at a later point. Thus. it is impossible to categorise a
strict chronology. I have nevertheless divided the discussion into early. middle, and
late pl'uses of work.
5.2.1 The early phase,
Because my exploration was based on a search for n kind of likeness which extends
the boundaries of exact or photo-like resemblance, the sitters that I have chosen to
work from have ell been close friends. My research has been in pursuit of a portrait-
likeness which evokes the presence of the person. When one knows ones sitters
personally, it becomes possible for the likeness to become much more private or
subjective, more abum the relationship between artist and sitter. and less about
capturing likeness conventional accuracy. Van Gogh takes such an approach to
the portrait in a letter which he wrote to his sister in 1890:
I painted a portrait of Dr. Gachet with an expression of melancholy,
which would seem to look like a grimace to many who saw' the canvas.
And yet it is necessary to paint it like this. for otherwise one could not
get an idea of the extent to which. in comparison with the calmness of
the old portraits, there is expression in our modem heads, and passion ..
like a waiting tor things as well as a grO\\1h.:J
In my own portraits. the close relations I have with the sitters is reflected, at first in the
expression of particular but subtle moods and then in the gradual dissolutioa of the
boundaries .. in terms of the dissolution of demarcated space between us. The portraits
serve as a reflection of the relationship between the artist and the sitter. The portraits
can give the viewer access to the artist-sitter relationship through the quaEty or mood
which the portrait evokes. 111e images are thus extended, becoming more than a
simple identification of the sitter's identity. I decided to call the paintings, 'A Portrait
of ...' and to use both first and surnames of the sitter. UndcIJ)inning this decision is the
intention that there is less a notion of persona and the public recognition of likeness.
Van Gouh. V. The C"'onmleteletters QfVim:cmt Van GoJth. Vol. 3. (1978:472).

than there is an acknowledgement that the viewer is 110t expected to identify the sitter
immediately,
It is not until much later in the research that the images actually Jose some of their
physical boundaries or outlines. My initial exploration of portraits entalled the sole
use of photographic reference material. III other words. there were no life sittings.
These portraits consequently convey the static quality of the source material, i!'l that
the portraits appeared to be fixed in the moment. The split second instances of
photographic images sometimes appear to the viewer to be uncharacteristic, in SI10r!.
unlike the subject, and thus call into question the authority of the camera's sclentiflc
objertivity in determining likeness. My reason for talking about these earlier portraits
here. is that d'l~yexposed the traditional portrait-It' .aess as a trap and encouraged the
shift f.\)m namralistic lii ...mess.
The early works following directly after the photograph-based portraits, ate still fairly
readily recognisable to those who know the sitters. examples of which are, A Portrait
of Keith Kropman (1992), A Portrait ofTG'i~vaRosenthal (1993), A Portrait of Darryl
Katzenstein (1992). A Portrait o!l ..Ierran Roy (1993) (illus, 23 - 26). These early life-
painting sessions provided a framework for the beginning of an exploration of the
portrait-making process. It v..as during these painting sessions that I first had to
contend with the movement of the sitter; their breathing, their shifting of their bodies.
and often. the change 1.1f their facial expressions in conversation. These difficulties, I
think. pre-empted the realisation that likeness in portraits is neaessarib: linked to
difference, that likeness implies difference. It is not possible to capture actual
movement in a still image. 111isrecognition has bad great impact on the course of'the
theoretical research and is explored h, the first chapter. In practice, tireless attempts to
capture such continuous movement led to the later creation of images which became
more and more 'fugitive', images which the eye continually lost. and found,
The early life-painting sessions also afforded me direct experience ofthe power-plays
which occur between artist and sitter in such a situation. Working with sitters and
listening to their responses to my paintings of them, made it clear '«J me that sitters
come to the studio with particular ways in which they see themselves and which they
would thus expect to see reproduced. These post-portrait interactions between myself
and the sitter clarified two things: that people do construct an Image of themselves,
which is entirely independent ~f the image created b) the artist; and that the image
presented to the artist hy the sitter is by its vel')' nature the artist's interpretation of her
01'his 0\\11 view of'the sitter.
24 Brenner, J. A Portrait v/Ta1tl'o RoseutlJtll. 1993, Qil 01'1. canvas, 40 x 40 em,
26 Brenner, J. A Pot'tP "~ilof Alcrrall Roy, 19S , oil 011 canvas, 30 x 22~Sem.
~s Brenner. J, ,11 P01'lrait (~fDarryl Ktll:Cllstdn. 1992. oil {\U canvas. 30~5x 40..5
em,
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It became clear that a portralt-likeness is constructed and mediated dmmgh one's own
consciousness of self through grappling with convennors and tne challenges they
pose. including medlum end through grappling with the challenge of retlecting the
psycho-physical prezen-e tfthe sitter.
In my iilterpretation of my sitters. whilst I did not always take into account the
requests for 'ruby lips' or 'broader shoulders', I do not think that the power relatione
operate in the portraits in a way that either objectifies or vletimises the sitters. Out:
cannot deny that in creating a portrait of a person, one makes their image into an
object in that the artwork itself is unavcldably an object. However, it is in my striving
to retain an empathetic relationship with the sitter and L"1my striving to imbue the
portrait with a sense of the presence of the sitter that I believe nl~ portraits challenge ..
to a degree -the objectiflcatlon of the sitter which occurs in all portraits. It is just this
effort ~,) imbue the portrait with the physical presence of the sitter which ironically ..
lead to the sculptural embodiments of the <uttersill clay and plaster-of ..pans, Which are
more obviously 'objects' than the flat canvasses. TIlls development is discussed in
detail later on in this chapter.
Whilst my own presence is obviously part of the portraits .. evident in the choice of
subject and in the particular decisions taken in the representation of the sitter with
regard to medium and style .. the portraits ale also about my relatlenships with the
sitters. The impact €'If these transactions and their centrality ill the portrait-making
process anticipated the theoretical research of this issue. which is located in chapter
three. The early portraits were thus tnlciaUy important. both ill their impact on the
theory and au the development of the body of my work.
Many of the early portraits are displayed in thick white frames These frames se-ve a
double purpose: on the one hand ttlCy provide a kind of visual relief'from the intensity
of the worked qm'llity of the painted image. On the other hand. the frames allude to
representations of paintings in postcard format which often have just such a white
suri'Ot' d. thus admitting to the physical flatness of painted portraits, or their two
dimenskil1:l!il" A&much as one would lixe the portrait to be the pt'-tS011, a portrait
image is only ever a representation. This dis~atisfaction with the flatness of paint was
a crucial factor in the development of the practical research.
The creation process of transcrlbinr; t:lC reatur..-s and the shapes into brushmarks on
the canvas seemed to me to be a!l'W3t equivalent to touching the face with one's I}yes.
or to a blind person feeling the f.\ce of another, and in so doiug, understanding its
structure:

...the artist is tracing the detail [of the face] almost as ifby touch ...and
in each line that is added strengthens the picture but never makes it
final. 3
Yet. any attempts to mould the features of the sitter or to try and define the physicality
~ the fleshiness- of the face through gestural marks of the brush and the paint alone
seemed thwarted. certainly while the medium remained oil paint on its own. So, I
begun to mix the oil paint with marble dust, whieb created 11 thicker texture. This
texture was at once more 'fleshy'. but was at the same time less like actual flesh since
the paint was now embedded with tiny flakes of glitteri!1g marble. The use of this
marble-flecked paint in 'background' areas had two interesting results: it further
disturbed the figure-ground relationship~ examples of which are found clearly in the
later poraaits; and it also disrupted the simple equation of thick paint with flesh. In A
Ponrait of Andrea Burgener Citius. 27) for example. the more substantial impasto
areas of paint are used in the background, and not 10 describe the flesh. The 1aintings,
though more 'fleshy'~ still failed to convey my sense of feeling or touching the face
with my eyes.
5.2.2 The middle phase
The middle phase can be marked by when I began looking at Rodin's portrait bust of
Ms. Fairfax in the Johannesburg Art Gallery. Wllat struck me about this work was the
way that the figure seemed to emerge freely from the constraints of the marble block.
The roughly 'hacked' block at the back becomes the finely chiselled drape almost
without transition. Ms. Fairfax'S face seems to have miraculously emerged from the
marble block, as if unaided by the rough bucking of the marble with the toots of the
sculptor. It is also as if a rubber film has covered her face rendering the features vague
and distinct at the same time. I made several paintings from this sculpture using the
marble dust. Tn retrospect. the study of this sculpture had many effects 011 the COUl'SC
of my work. The plaster casts and the paintings which followed, were all -xploratiens
of the ways in which things can be at once so specific. and yet so tar from the original
in terms of representing the sitter. When the eye is continually challenged, finding a
form and then losing it. the way of"icwing becomes kinetic and the movement of the
figure is in some \'lay accounted for.
After the studies of Ms. Fairfax. the portraits I was working on began 10 merge with
their grounds. Sometimes the splitting ofth~ fClt'mathelped to disrupt the figure ..
28 Top: Rodin. A. Eve l:"aitfi:t\', front view, 1907.marble, 54.2 x 58 x 46.8 em.
~. -,,--~-._------._--- --_--".
29 Top: Brenner. J. Painting/rom 'Eve Fai1:ftlx' II~1994, oil and marble dust on
canvas, .56,5 x .56.5 om.
Bottom: Rodin, A. Eve f''aii:!tl.\'. left profile. 1901. marble. 54.2 x 58 x 40.8

ground relationship (inus.3D) ill tlu.:~ in this particular work. it is cPf:ficuIt to
differentiate welch panels are figure and which constitute the ground. But it was not
until after I bad made the plaster portraits that the painted portraits fmaUy lost almost
all definition of the boundarles between figure and ground. Only after I had made the
plaster casts. did I feel that I found a way of representing the sitters which expressed
the intimacy of the portrait-making process. The dissipation of linear contour in the
portrait, which happens when one visv.aHy removes the division or the space between
people, reflects an intimate intemction, There is n direct link between the casts and the
paintings which followed. but this connection is discussed later in this chapter. TIle
eradication of'the separation between sitter and painter, which I found myself striving
for. is well expressed in Paul Valery's account of tile exchange ofr;:ganls:
Once gazes interlock. there are no longer quite two persons and it's
hard for either to remain alone. This exchange ...effects ••.3
transposition. a metathesis, a chiasm of two 'destinies', two points of
view. You take my appearance. my image. and I take yom's. You are
not I. since you see me and I don't see myself. \Vhat is missing for me
is this'!, whom you can sec. And whatJ'ou miss is tbe 'you' I see. 4
At about the same time as the Ms. Fairfr';.\'tnlt~q'tli~s,I also made a few paintings of
everyday things in my ~t· jao und oftll~ceqJe'i~iii\vhich I can see from tile window of
my studio. These pmmmg:; were important in many ways. 'TIley allowed me to
concentrate on particular paint qualities and ways of representing things ,vllich were
not flesh. They were quite small images of mops. bricks which I used us makeshift
easels for the small paintings, old Winsar and Newton paint boxes. TIley were details
01' fragments of things. My initinl reasons fer making these images hud to do with
reaching a t~mponu'Y standstill with the portrait~. 'N'lmt I found interesting was that. in
context of the body of work. they are as much obout me as the selfportmits and indeed
as the other pomaits ore. These small paintings represent parts of the studio; they are a
small view of the room in which the research took place; ill a way they make more
tangible the process of creation in that tbey give form to tlle place of work. These, and
the two pcrt.aits of me painting in the studio (iUus.35 and 64). serve to demystify
painting as something glamorous; they admit the work and the effort and the isolation.
The suhje~t matter ofthes~ two paintings is essentially the process of painting and of
making images. In this they go against the grand tradition of classical portraiture and
they admit the conventions of painting and the construction of a portrait: the studio,
Quoted in Merleau ..Ponty, M. Sign»; (trans.) McCleary" R. (1964:23 I).



34 Brenner. J. Mop. 1994~oil on board.::'l x 17em.

the easel, the brushes. S In some sense there is a link between these paintings which
Illuminate the physical context and the materials of my work. and the way that Annan.
for example, constructed a portrait of Andy Warhol using the tools or equipmc ..!t
which Warhol used in the production of his painti'lgs (illus. 4).
5.2.3 Tile late phase
After making these paintings of the studio, I returned to the portrait but now, for the
first time. I began mouk'ing portraits from clay slabs. literally feeling with my hands
and tracing into the clay that which I could see with my eyes. TIIi.. process finally
allowed me to translate the human head in a tvay which, I feel, was liberated from the
restraints of the paint medium.
In some ways the process of making the sculptures \ 'as similar to the painting process:
there was still an intense relationship WitII the sitter" and I was still eloselv scrutinising
the sitter's fsce. Instead of my working materials being paint and paintbrushe», they
were now clay and my hands. I would begin with a slab {~fclay in front of me, and
using my hands and forearms I would feel. push and pull the portrait into being. At
times I used paintbrushes and other tools to work into the clay surface. TIle clay. as
much as the paint, has 'a Ufe of its own'. And wllilst I was simply working with and
challenging a different medium and a differellt set of conventions for describing the
sitters and my relationship with them, I felt tlre process to be more intimate and
perhaps this has to do with the airect use C)I' touch - my hands in the clay, iP the
creation process. The explorations in clay were to have a direct impact 011 the
paintings which were to follow. For instance, the clay field from which I 'sculpted' the
portrait was one substance. one colour, from whi-h the portrait 'emerged', defined
only by my marks in the clay, and :,y the light and shadow created by lll't.'lipuinting
and prodding the clay. file Inter paimed portraits also began to 'emerge' from their
ground. and this emergence can be seen to be a result of the previous clay process.
Most of the plaster casts were modelled from life, but some were modelled from
previous paintings. My reasons for working with clay were in an attempt to 'graspt the
structure of~he face. A plaster-of-paris mould was subsequently built up over the ~lay
portrait. When the mould bad set, it was overturned and the clay was removed, leaving
a negative cast of the initial clay portrait. Plaster-of-paris was then poured into this
There ls however 11 stream within the grand tl'Jdition of pertraitute in which
artists have represented themselves in the process of painting.

31 Brenner, J. P(lintingfi'om "..<;elfPol'tl'ait. 1995', 1995, oil on canvas, 4St5 x 40~
Scm.
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38 Brenner, J....1Portrait a/Bcrenice Garb 1. 1995, plaster of paris and oUpant, 33
x 31 x 6 em.
negative cast which, when set, was itself overturned and the initial plaster-of-paris
mould chipped away. This process therefore enabled two things: an initial working in
clay, a soft and malleable. 'fleshy' substance, and a final more permanent positive cast
of the clay image.
The decision to cast the moulds in plaster-of-paris was related to plaster being a
traditional casting medium and also because it has the whiteness of marble, and 111
using this medium, 1110ped to allude to the-tradition of sculpture, the portrait bust and
to ancient relics.
Once the clay portraits had been cast in plaster, and chipped free of the mould, a
second stage began. This stage involved working into the plaster in various ways.
drawing out some areas and chipping/hacking into the surface in others, In some I
used ",ashes of colour, areas of impasto paint and marble dust. In others I added
colour using wax, a reference to the death masks or encaustic'' portraits on ~nt'mmies
during the Ptolemaic and Roman period in Egype (see illus, 5) and alludmg to the
'presence' of portraits through time. Some of the later plaster casts were cast using
plaster which had already been coloured. Others were cast with marble dust coating
the inside of the mould even before the plaster was poured. The plaster casts fmally
enabled me to challenge the concept of likeness in a new way. Francis Bacon once
said about his painting something w111c11helps explain the way I feel my plaster casts
function in tenus of'likeness:
When I was trying in despair the other day to paint that head of a
specific person, Iused a very big brush and a great deal of paint and I
put it on very, very freely, and I simply didn't know in the end what I
was doing. and suddenly this thing clicked, and became exactly like
this image Iwas trying to record. But not out of any conscious will, nor
was it unytJling to do with illustrational painting. What has never yet
been analysed is why this particular way of painting is more poignant
than illustration. I suppose because it has a life completely of its own.
It lives on its own, like the image one's trying to trap: it lives on its
own, and therefore transfers the essence of'the image more poignantly.
So that the artist may be able to open up or rather, should I saYl unlock
encaustic: a mode of painting in which the colours (coloured clay or wax) are
fixed by heat. The Cassell Pocket English Dtettonary, (1990~265).
Petrie, \Vi .M. Flinders. Tin.' Hawara Portfolt«: Paintb2.gs of the Roman Age,
(l913:1).
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39 Top: Brenner, J. Installation I, 1994·5,shelf: 3 x 350 x 20 em.
the valves of feeling and therefore return the 011100ker to life more
violently (Bacot'! in Sylvester. 1987: 17).3
5.3 The imagesas a body ofwork.
The conscious manipulation and rupuiring of conventions challenges the degree of
openness oj the conventions .. or sets of signs - which are, by definition, fixed. This
section looks at ways in which the images - both individually and through their
relationship to each other - rupture certain conventions of'painting and sculpture.
The specific characteristics, and the interplay between painting as against sculpture,
become clear when viewed as a whole. This interplay had a great impact on the
decisions made with regard t(J the display of the work, which accentuated these
relationships. The method of display heightens the objecthood of the works
themselves and this helps to cr ntrast my work and traditional portrait-likenesses
which helps to reveal some conventions.
There are many formal or physical links between the paintings and the sculptures:
areas within the sculptures which are painterly and areas within the paintings which
are sculptural. For example, the casts made using coloured plaster seem to have the
density of rut evenly painted surface; the colour is not applied, but rather emanates
from within the form, In this way these particular sculptures allude to 'painting',
especially impasto painting, in that the paint colour is not applied to a form, it is the
form. The casts made using marble dust, though painterly in terms of the gestural
marks made, have a surface which is very much like a gritty stone, and in this they
allude to sculpture. The use of brushstrokes in the clay portraits, which cast quite
clearly as brushstrokes, function fairly obviously as an inversion of a convention; the
gestural brushmark, generally linked to immediacy and directness, is here 'trapped' 01'
'set'. twice removed. in plaster of paris, in a mode of sculpture which is neither
Bacon. along with Lucian Freud, Frank Auerbach and some others, formed the
basis of a group of figurative painters that came to be referred to as the school
of Loudon. Freud and Bacon made portraits of each other, and to a degree.
were interested in similar problems; paint, flesh and the capturing of
appearance. Bacon often criticised the illustrative nature of Freud's portraits.
His articulation of such problems and difficulties in the making of art have
been extremely useful in my 0'1.11 attempts to write about likeness and the
nature of image ..making.
40 Top and Bottom: Brenner, J. Installation I, details, 1994~S.
41 Brenner, J. Installation 1, detail, 1994·5.
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42 Brenner, J. IiP91'1I'ait o./Caria Held, 1995, oil and marble dust 011 canvas, 25 x
40 em.
completely immediate nor direct. An irony of these sculptures is that in many ways
their fugitive quality affords them a moven=nt which gives them an unfixed
liveliness. something which is in contradiction to the hard, fixed and impersonal
plaster surface.
Gestural paint marks are used throughout the research. In the early paintings, gestural
brushmark was confined to descriptions of flesh and form. When such marks are used
in areas which are not fleshy, for example inbackgrounds which are increasingly areas
of nondescript space, the paintings and the sculptures challenge the equat. m of
gestural mark-making and the description of flesh and form; In fact gesture can. and
does, work as an intervention in the portrayal of flesh. and images which contravene
this convention admit the construction of the correlation between paint and flesh. Hal
Foster's discussion in his essay, "the expressive fallacy" examines the constructed
nature of conventions, such as the gestural or 'expressive' brushmark to convey
immediacy. <>
The interplay between painting and sculpture is evident again in the paintings which
followed the sculptures where boundaries between the figure and the ground are lost
in t}'e most extreme way yet. For instance, inA Portrait a/Carla Held 1995, (illus.42)
the close relationship between the figure and the ground prevents the surrounding
space from providing a clear and comfortable frame for the figure. These later
developments in the painting are a direct consequence of the explorations in clay. and
for me the paintings are sculptural in the sense that they allude to these particular
plaster sculptures and the initial clay process which facilitated the merging of the
figure-ground relationship.
The sculptures or plaster casts, are objects in themselves, especially since they are not
immediately recognisable as portraits, and the 'sculptured' paintings, particularly the
later portraits, are more suggestive of objects of paint, than of conventional pictures.
(. ne of the motivations for displaying some of the works on shelves was to increase
the objecthood of the images and to increase the interplay between the SCUlpturaland
the painterly, between physical three dimensionality and illusionism. In this, the
viewer can make connections between concepts of portrait, fragment, past, death. life,
mask and so on. Such connections are drawn in section S.4 of this chapter.
9 Hal Fosters essay. "The Expressive Fallacy" is considered in the second
chapter.
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43 Brenner,J. Pailltingji'o1n A Tortra« qfDarryl Katzenstein, 1994' 1995,oil on
canvas, 57 x 57 em.
44 Brenner. J. A Portrait a/Darryl Katzcl1stfJi,t, 1994. plaster of paris. oil paint
and marble dust. 35 x 31 x 5 em.
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This interest in the "objecthood' or physical presence (If the works, in asserting the
portraits as objects of art rather than as the human counterparts which they represent,
is linked to the basic premise of likeness itself; that a portrait of a person is 110 more
the person than a painting of a bowl of oranges is a bowl of oranges (refer chapte-
one). Thus, viewing ~he portraits as images existing in their OVIl1 right, opens them up
to a broader range of interpzetations.
The paintings of the plaster casts, some on canvas and others on fragments of'marble,
compound the distinctions and the interplay between sculpture. painting and object:
the canvases and the pieces of' marble are paintings of the plaster casts. and ali arc
objects. With the paintings of the pli.ster casts, as with the later portraits, the
figure/ground relationships are deliberately disrupted, differently" bllt with the same
purpose in mind: to blur the focus on the !'":gl.ll'e,and in so doing, to extend the image
across the entire surface, making the canvas, or the marble into an object of painting.
The shelves used for displaying the works are painted in various colours and this
feature highlights the shelves as being both a considered part of the work, and as
punctuating the work. Quite literally, these shelves underline the objects. One could
see the objects on this line almost as \'\,lrds which make up a sentence, or images
Which, through their relationships to each o~lter, form a constructed investigation of
likeness. The coloured shelves allude to children's highly coloured Cuisenaire building
blocks and so allude to the notion of construction, which this research places behind
the concept of Iikenes, .(-\,shelf in itself has a fixed set of associations and functions.
A shelf has a domestic function un-i is often associated with the display of precious
objects. Because of this association, the 'objecthood' of the paintings and sculptures is
announced, However, these particular objects - clearly 110t like those objects generally
displayed or stored on domestic shelves w have a reference to the museum or gallery
context and the types of precious objects displayed in such contexts. In this the objects
are imbued with the suggestion of a certain historlcal value - which connects to the
association of the portrait and the passing of time. This idea is elaborated upon in
section 5.4.
The display of sculptures \tid paintings on the shelves underscores the complexity of
the conventional relationship ct'the traditional painting to the wall. On the shelves I the
works are contrasted with each other and are forced to relate to each oilier and this is
different to the isolation of a painting hung on the wall. The conventional relationship
of the painting to the wall is especially underscored in those instances where some of
the sculptures are in fact hung on the wall.
46 Brenner, J. A Portrait of .Joseu Bmna, back t'icw, 1995. oil on canvas. 30 x 25
em.
The shift that one's eye needs to make in reading the different kinds of images on the
shelves, is heightened when one is viewing the works in conjuncticn with each other.
In relation to both the paintings and the sculptures it is a matter of searching for the
likeness which one does not often rind immediately. In viewing the works in relation
to one another. likeness itself is challenged in that it must be found outside exact
description.
A further challenge to likeness is located within some of the later paintings. mauy of
which are back views of the sitters' heads. These were made partly in recognition of
the fact that, as examined in the theoretical sections, a likeness need not be limited to
the facial features; that any image of a person is only a part or fragment of the person
and that much Information is found outside of the face, which is in itself'a fragment of
the person. For example, people are often identified at a glance by their hairstyle or by
their posture; people's identities are often constructed through fragmentary evidence.
The paintings of the back views are also much 'quieter', or appear more meditative
than the frontal portraits. With the consequent removal of eye contact, the tension
which eaists between artist and sitter is slightly alleviated. I found myself able :.0
concentrate more on the paint qualities and textures. and able to view the' canvas in
front of me as an object Which was fundamentally about painting and about art. but
also about an individual sitter. This shin from frontal portraiture and the subsequent
effect on both the artist-sitter relationship and on the approach to the actual pninting as
artwork in its own right, reflects indirectly, the fixed conventional attitude to
portraiture as one more about the portrait as facial description and less about the
image as 'art' in its own right.
The artist's presence is intrinsic to the image, in the choice of subject and how that is
translated into an image. In one last sense, every image an artist makes 13 a self-
portrait, or a reflection of the artist's self, and it is in relation to this idea 10 that the
images of and from the studio have their connection to portraiture.
The paintings of the mop have an almost metaphorical relationship to the head. more
specifically, the back of the head and the hair, and in these images, the viewer is
guided towards the associations between objects and human subjects, and the way that
ItI In his book Portraiuce, (1991:141 ..3) Richard Brilliant discusses the idea that
a self'pcnmit requires no more than the representation of the urtist's distinctive
style and touch.
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4'} Brenner) J. A Portrai: ol.losc/z Bmnet, 1995. oil and marble dust on canvas, 30
x 25 em.
48 Brenner. J. A Portrait of Tom Cohen. 1995, plaster of paris. wax, marble dust
and oil paint. 21 x 26 x 4 em.
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49 Brenner, J. Head o/Clay, 199.5..6, oil and spray·paint on canvas, 29,5 x 39,S CIllo
in the end all the portraits are oitiects of art. One thinks of the 'Way that Van Gog11ls
portrait of Gauguin was a painting of Gauguin's empty chair. The :hair becomes a sign
for both the presence and absence of Gauguin. The cumulative associations at play in
the recognitlon of an individual and the many cases of'mistaken identity" all extreme
of which is discussed in Oliver Sack's article. "The r"'!an Who Mistook His Wife For a
Hat". is alluded to in the paintings of the mops, and their similarity to the paintings of
the backs of heads. To sum up, viewing the images as a body of'work both confirms
certain ideas and evokes others.
5.4 The images in relation to other genres and sets of eonventtens
Viewing the images as a body of work evokes various associations and suggestions
which make reference to other genres Of sets of conventions.
Particular uses of dzfferent mediums, convey 01' evoke different responses. The
exploration of a different medium. i.e, the plaster, helped, by comparison, to clarifY
properties of the oil paint medium. Experimentation with different mediums helped to
cldrizy that there is much important informatlon which is contained within the medium
itself, and conveyed through the medium, by way of the resulting appearance of the
image. and from subsequent associations which can be extrapolated.
For instance, some connections can C:.:drawn between paint and the portrayal of flesh
and lite, and between plaster and the reference to death. the manipulation of the
plaster casts and their beginnings in claj\ give the appearance of life and the fugitive
nature of a person in motion. However. whilst plaster when mixed, is first liquid and
in a sense living, once it has set it is dry and cold and brittle to the touch. This is much
like the body: soft and pliable when living but COld ~nd hard and brittle when dead.
111C casts are fragile in that they can be shuttered. TIm oil paint. on the other hand. has
a sensuous quality, it is soft and pliable and has the 'give' of plasticity. In contrast to
the plaster, oil paint remains wet for many months. forming a skin over the outer,
exposed area. I'm sure it is these reasons, and for the way that paint occupies the
surface like a living, life-generating and decomposing substance that led the painter
Willem De Keening to state:
Flesh was the reason why oil painting was invented. I I
11 Sylvester. D. "Flesh was the Reason", in Willem Dc };.,'(uming Paintings.
(1994:16).
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50 Brenner, J. A Portrait of Josch Bmnet udth Fist, 1995,30 x 30 em.
50 Brenner, J. A Por.rait of Josciz Emne: wtth Fist. 1995~30 x 30 COl.
Unlike the fragility of the plaster and its ability to shatter or fragment. the
precariousness of the oil paint is in its extraordinary suppleness and in its
unpredictability. As Franz Kline put it:
Paint never seems to behave the same - even the same paint, you
know."
David Sylvester elabo ates upon this quote and suggests, or confirms rathe» that paint!
in its plasticity or malleability is a living substance which, in a. sense. 'answers back'
to the proddings of the painter:
Each situation ttl the duet between painter and paint was to be met and
dealt with as it came along, and the painters' hope was that they [the
paints] would not impose their will upon the situation but collaborate
in the emergence of something with a life of its own (Sylvester,
1994:29).
The experimentation with different techniques and materials was encouraged by the
interplay between painting ana sculpture which was becoming evident in my work.
The paintings had become quite sculptural in the way they defined the forms, and the
sculptures seemed to feel more like aggressive paintings than sculptures. In a sense,
the plaster casts allow for an embodiment of form by their sheer bulk and physicality.
Whilst the oil paint, and its flatness, might have a connection to skin, the casts have a
connection to the body.
In this later phase of work, the physical likeness becomes less important and is so
replaced with a 'feeling' of the individual. The irony is that the later sculpted portraits!
whilst less about the physical likeness are more physical as objects. A portrait can
only ever be a fragment of the sitter; representing a part ef'thelr being which is already
in the past, In this respect the plaster casts by virtue of their appearance, quite literally
illustrate the point. They look like archaic archaeological fragments! or remnants of
the past. This reference to the past seems to bring full circle important aspects of the
portrait in terms of the passing of time and foregrounds the significance of'likelless'
in portraits: if the portrait can, ill a sense, be substituted for the subject, be a surrogate
for her or him. then likeness is indeed a central concern (Steiner, 1978:6); a portrait is
often created in memory of a particular person and portrait. images often create the
I:! Franz Kline in conversation with David Sylvester, taken from "Flesh Was TIle
Reason" in Willem De Kooning Paintings, (1994:29).
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51 Brenner, J. A Portrait of Dc11'1:vl Katzenstein, 1995...6, plaster of paris, marble
dust, spray-paint, oil paint, ink and earth, 32 x 37 x 4 em
way m which we either remember or have access to an individual; finally, that the
portrait represents the subject long after her or his death; establishes a portrait as
intrinsically about death Of about a substitute presence - about immortalising a Hfe.
In appearance. the plaster casts have a reference to the fragmentary nature of ancient
relics; things dug up from the past; things which provide us with clues. The human
fascination with lineage, and with giving a face to our ancestors, allows portraits a
special relevance. It is in this reference to fragments and to the past that one can find a
link with the paintings of the cemeteries. I painted the views of the cemeteries beceuse
they were my view from the studio. Looking at them in relation to the rest of the work
which deals with flesh and human life, and in relation to the plaster casts which have
their own reference to death and the passing of time, the views of the cemetery seem
to have their place within the body of work.
Having isolated a portrait as an image which does have a human counterpart, ~Jlactual
referent, it is possible to find some relevance, in context of this dissertation, in Roland
Barthes' contemplation of the presence of death in a photographic Imager"
In front of the photograph of my mother as a child, I tell myself: she is
going to die: I shudder, like Winnicott's psychotic patient, over a
catastrophe which has already occurred. Whether or not the subject is
already deae, every photograph is this catastrophe ...there is always a
defeat of time in them [photographs]: that is dead and that is going to
die (1984:96).
In a letter to his sister. Van Gogh expresses similar thoughts on this notion of death. or
the return of the dead. as present in portraits:
I should like to paint portraits which would appear after a century to the
people living then as apparitions (Van Gogh. 1978:470).
The paintings made a/the plaster casts, the last series of paintings, are probably the
images which are most removed from the original subjects because they are made
from looking at images which are themselves of images. The marks used in these
13 Barthes isolates a photograph from aitle' other image as the Oll{t! image in which
we can be sure that its referent had existed. He writes that the name of
photography's noeme (essence) is "That ..has ..been", or lithe Intractable"
(1984:76-77).
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Brenner, J. Inverted painting from 'A Portrait of Andrea .Biirgener. 1995'
(plaster of poris), 1995, oil and marble dust on marble fragment, 49 x 34 x 1,5
em.
paintings of the casts are much broader and more fragmented than in the painted
portraits. Because the image itself is so cHs.mpted. its relationship with the background
is confused or integral to begin with, the figure and the ground seem to merge without
actually being fused, Occasionally. in the display of some of these images I have
inverted them .. displaying them on their sides or upside down (mus.52) m a way~ this
has the effect of further abstracting an already abstracted image, It forces the viewer to
find an image on the canvas or marble which was not the intended image, and in this
'Nay it encourages the viewer towards her or his individual and 'open' approach. In
these works par ..cularly, the 'merging' of subject and ground, seems to echo some
scientific findings which suggest that we construct our OWl! reality', that we are, in u
sense, linked to and intrinsically part of our surrounding external space:
'We are not sure: they tell us, 'but we have accumulated evidence
which indicates that the key to understanding the universe is you.' This
is not only different from the way that we have looked at the world for
three hundred years, it is opposite. The distinction between the 'it,here'
and the 'out there' upon which science was founded; is becoming
blurred. This is a puzzling state of affairs. Scientists. using the 'in here
.. cut there' distinction, have discovered that the 'in here .. out there'
distinction may 110t exist! What is 'out there' apparently depends, in a
rigorous mathematical sense as well ' philosophical one, upon what
we decide 'in here' ...there is a growing body of evidence that the
distinction between the 'in here' and the 'out there' is illusion (Zukav,
1980:115).
A particular painting by Francis Bacon clearly illustrates and articulates one way in
which this scient'f ~concept can be given visual form:
In Study for Portrait of Van Gogh III we see Vincent Van Gogh
standing still on a road. TIle road is composed of large strokes of thick
paint. The impasto technique is even more strikingly used in painting
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Bacon, F. Study lor Portr(',!it 01 Vall Gogh Iii, 1957, oil rul1 sand 011 canvas,
198A x 13' ,5 em.
the road than inpainting the figure ...The road ...is extremely body-like,
The red. pink and white strokes of paint tum it into a meat ..like surface
(Vall Alphen, 1992:143).
There is an ambiguity and a strange tension which is. set up between the body and the
road and the ways in which Bacon has inverted the 'expected' treatment of these areas.
As discussed in the previous section. the use of shelves as a display method for both
the paintings and the sculptures serves to add to the nature of the objecthood of the
images. In their reference to the museum space, the shelves as display units heighten
the concept of the images as allusions to historical or social references which can be
extrapolated front the works. In thi;s there is some connection to the life mask.
In the 19th century. life masks, which were made in the same manner as death masks,
became popular. I.; Certain lite casts were made as scientific and 'objective' studies of
particular races and so transformed human subjects into museum objects. In this
instance,
the exhibited figures were not intended to evoke a presence of the
social beings who bad been cast at a particular time and place. but
instead were presented as generalized examples of a racial type
...separated from their social and historical context, the people who
were cast were literally objectivized and reduced to scientific
specimens,"
On tbe other hand. life casts and wax effigies such as those found in Madame
Tussaud's wax museum, are not based 011 race 01' racial scrutiny. Instead, they are
often famous and infamous figures, placed in a reconstructed environment, reflecting
the subiects social and historical position and cultural context. Yet, both the
'scientific' casts and those at Madame Tussnud's could be said to share the same
fasoinatlon: the illusion of actual presence, a copy of the original fonn; on one hand it
seems that one cannot get closer to the: original, on the other hand, if one considers the
\4 The New EllC:'rclopaedia Brittonica; ISth edition, Vol.23. Macropaedia
(1987:589).
Davison. P. "Human Sut~ectsas Museum Objects. A Project to Make Life ..
Casts of 'Bushmen' and 'Hottentots' 1907-1924", Annals o/the South .AtNean
Museum (1992<;: 178).
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54 Death mask (IfCecil John Rhodes.
stillness. and the 'object-ness'. the life-casts seem deathly. fur from the living models.
The most (Inc learns from such instsUat!ons is a particular sOcita.y's regard for racial
dif.tcrcilce or celebrity. for example.
My work, displayed as it i~"must have a reference to the concepts ot life death
masks. Encyclopaedia Brlttanica defines a death mask as a wax or plaster cast of Q
mould taken from a dead face and suggests that
death masks are true portraits. although changes are otcasionoUy made
itt the eyes of the mask to make it o,ppear as thougb the subje<:\twere
alive.
\Vllilst the conflation of the concepts of life and death is acute in deat1~masks" .. .~
Van Alphen suggests
the imprint of'Iife is indlsfh1ct from tile ghost of death (1992: 106}.
it is my beliefthnt in their difference to such liler~\! tfau:,~ripts of a face. my PI>1roits
offer a challenge to the traditional concepts of'likeness which seem to he emh:dded in
the masks and their quest for objectivity or conventionally accurate representation.
'The imitator', say~ Socrates through Plato. 'is u long wa)' off the truth,
and can do all things because he lightly touches on a small part of
them, and that part an image' (Martienssen, 1~84: 11).
One could say that it is in the interactive relationships. such as between artist and
sitter. that some living quality of the sitter as social being is imparted to the image and
then to the viewer. It is in the presence of interpretation or inter-relatlons, 01' in the
shift from exact resemblance, that ~he sitter gains status as something other than mere
object, and the image gains status us something more then mere imitation.
The concept of the mask itself is extremely relevant in relation to the portrait,
especially when one considers that
our very faces are Hving masks! which reflect, to be sure, the changing
emotions of our inne« lives, but tend more and more to conform to the
type we are seeking to impersonate (Pnrk, 1950:249).
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55 Brenner, J. Scl}poru'ait. 1994..5. oil and marble dust OIl canvas. 45 x 53 em.
56 Brenner, J. if Portrait qfBcnmicfJ Goth II~ 199.5, plaster of paris and oil paint,
38 x 31 x: 10 em.
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57 Nadar, Marceline Desbol'des-J'abllOl'ct photograph, 1857 (dimensions not
Pl'o\·it!cdj.
This suggests that our 'masks' both reveal and conceal. The duplicity of the mask as a
problem in visual interpretation and interpersonal relations is succinctly explained by
Roland Barthes in relation to being photographed:
In front of the lens, I am at the same time: the one I think I am, the one
I want others to think I am, the one the photographer thinks I am. and
the one he makes use of to exhibit his art (Barthes, 1984:13).
Faces are indeed facades and mtr portrait is an interpretation; a reading of'the mask or
image which is presented to the artist. As Richard Brilliant notes:
What, if anything, lies behind the mask can only be inferred by the
viewer from the clues provided hy the mask, which may mislead as
well as inform through the use of conventions of representation
(1991 :115).
Conflnning then, both the relevance of decoding an image in tenus of conventions,
and that likeness is understood through the shared perceptions of artist and viewer
.ather than through any fixed definition of'trutht or 'realistic' accuracy. Barthes offers
the following thoughts:
Who is like what? Resemblance is a conformlty, but to what? to an
",L
identity . Now this identity is imprecise, even imaginary, to the point
where I can continue to speak of 'likeness' without ever having seen the
model. As in the case of most of Nadar's portraits (or of Avedon's,
today): ...Marceline Desbordes-Valmore [is 'like' because she]
reproduces in her face the slightly stupic virtues of her verses ... I can
spontaneously call them 'likenesses' because they conform to what l
expect of them (1984:101-2).
Thus, with the research of portraits one is brought back, again and again, to the
transactions between artist, subject, viewer and image,
In conclusion, this chapter on my practical work is intended to provide some direction
for the viewer, both in suggesting associations between the works themselves and in
connecting the practical body of work to the theoretical study. This chapter serves also
to discuss the practical output and the ways in which the works function, challenging
the conventions of certain genres in art-making.
10'1
58 Top: freud, L. Self-portrait (Rej1ection)t 1981~2)oil on canvas, 30,5 x 25,4
em.
Centre: Warhol, A. Se{f.pol'tl'ait with Skull, 1978. silksereen ink on synthetic
polymer paint on canvas, 40,6 x 33 em.
Bottom: Brenner, J. Selj":'po1'tl'aitt1996, plaster of paris, spray-paint, dye, 28 x
24x 6 em.
The area of'theor ,! -al study was born out of the practical investigation and because in
Francis Bacon's words.
I think art is an obsession with life and after all. as we are human
beings. our greatest obsession is witll ourselves (in conversation with
David Sylvester, 1981:63).
The meaning of an image is never static. It is always altered by its changing viewers
and its changing context. It is in the transient nature of images and indeed of people
that one locates the difficulty of freezing likeness. It is this same transience which has
informed the approach to both this body of work and to the writing of it. In other
words, I like to think that both the practical and the theoretical research allow room
for the personal interpretations of the viewer and reader.
5.S Freud, Warhol and myself
I would like to review my choice of artists - Lucian Freud and Andy Warhol - whose
work in portraiture 1have used to create a framework for the discussion of likeness in
portraits and for the discussion of my own practical output. To this end, having
discussed my own work, I would like to draw some connections and comparisons
between their portraits and also between my work and theit portraits in tenus of my
concerns in portraiture.
My initial interest in both of these painters' work call be found 11Ctonly in their being
two of the most prominent contemporary portrait painters despite working in an era
which does not seem to value the portrait as a genre. but also in the way that their
approaches to the portrait seemed to be 110tonly different, but opposite. My interest in
these artists was sustained by the answers to my questions about likeness which their
portraits helped to provide. My questions relating to likeness were clarified both
through the information which is contained within the portraits, and also through the
dialogue between the works which was set up as a framework for this research.
Reflecting upon the portraits of Freud and Warhol, and playing one off against the
other, I was prevented from drawing any conclusions about which kind of likeness I
felt to be more 'truthful' and it became very clear that likeness itself ~any likeness ...is
a constructior., Finally, the selection of these two artists for discussion was based on
the way in w:lich their portraits seem, in Ii' sense, to extend beyond themselves: they
are not :mj.:r u;...cnesses.
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For instance, Freud's portraits struck me primarily as paintings in their own right ..
very much about paint and about the painter ~ before they are portraits in any
traditional sense, and perhaps this has to do with the way that recognition functions in
Freud's work. Here, recognition is located outside of 'exact' likeness. Even when one
looks at photographs of the sitters, or at different representations of them by Freud!
recognition is not immediate. Perhaps it is more so for those viewers who know the
sitters personally, or those who know something of'the relationship between artist and
sitter. Nonetheless it is clear that Freud does not seek 'exact resemblance' in his
likenesses, and this separates them immediately from more traditional portraits
whereby verisimilitude was the chief criterion.
Warhol's portraits on the other hand, whilst equally about his particular medium and
very much about Warhol as artist, struck me as portraits which seem to criticise
themselves. Churned out society portraits, they become highly sought after commodity
items which undercut traditional values of authenticity and preciousness. They
simultaneously serve and mock their subject. And whilst we might immediately
recognise the sitters, the superficiality of such recognition is as immediate. \Varhol's
portraits generally have little to do with either the qualities of flesh or with the
representation of an individual's particular physiognomy. Instead, they are cleaned-up,
slick versions of prefabricated images and recognition of the sitters is based on the
'trademark' associations which their portraits evoke. Warhol's likenesses are very
much about flattering his sitters and whilst this aspect might place his works alongside
+""ditional portraits, his mechanical met1~'1Ul coupled with the 'alterations' which are
so obvious and so un-subtle, render likenesses which make a mockery both of
tnemselves a.'lO of their traditional referents,
My own work with portraits, as discussed at the beginning of this chapter, began with
the use of photographic reference material. My dissatisfaction with the resulting flat
and static 'lifeless' portraits led me to review the way othe ..p~ lad treated flesh.
In this regard I was drawn to Freud's work in pc.traiture, At l;,'~etime I was
fascinated with Warhol's approach to portraits and their unas: .un,ed satisfaction of
their subjectts vanity or pure narcissism. They seemed to be S J blatantly about the
ways in which we both see and present ourselves and are in tum seen and represented
by others .. all interaction which struck me as both primary and central to the portrait ..
making process.
Looking at two such diverse painters forced me to test my findinga with regard to one,
against the other. It became clear to me that much of the meaning or intention of the
artist is contained wlthin the medium. Also, the choice of medium is directly linked to
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the style of the portrait and tb'it together, they can be seen to reflect a set of inevitable
power relations - between arttst, sitter. viewer and image" which are intrinsic to the
creation of a portrait.
'these findings are detailed in chapter fuur. but they are behind my own explorations
in portraiture. The emotive implications of Freud's gestural style of painting formed an
initial impact on the direction of my own portraits. This theoretical research into the
constructed nature of all likenesses enabled me to move beyond such an approach to
portraiture and to stretch the boundaries of my own pra~;ica! work.
However, the practical research thus far ha~ concentrated almost entirety on bt.st
portraiture. 111etheoretical research 11:1S lead me to recognise that in much the same
way that likeness is 110tnecessarily limited to .. but is often limited by .. a description
of the facial features, so portraiture. as a genre, is similarly 110t limited to ...but
possibly limited by - the description of head and shoulders only.
In fact, viewing portraiture in terms of the full body must undoubtedly open up all
entirely new and perhaps extended urea of looking at likeness and the construction
both of self and of images which represent the self, and others.
In many senses. my own sculptural explorations of portraits and the sculptural
'embodiment' of the relationship between artist and sitter, seem to me to capture ..
within the portrait bust ... the full sense of the sitter and the spatial as well as tile
emotional relationship between artist and sitter. Having explored, in this dissertation,
the very essence of the portrait-making process, via the portrait bust, it seems as if the
very boundaries of the format itself ~ the edges of the canvas or plaster slabs .. now
approach the point where they too must expand, or dissolve, or move into areas other
than the portrai, bust.
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CONCLUDING NOTE
".....it is (Ill passing, /(I1u1this] is the 011{l1 reason for wanting to preserve it"
Denton \\\:Ichl,
...tbe in m:;,e. concentrated representation of bodily experiences evokes
simuitam.ously the situation of death. Death. then. is not an event which COtlCS
after life it is a situation which larks within the experience of the body (Van
Alphen. 992:96).
Van .Alphen sngg!stl> that death is som~thjng which is coterminous with kfe, Ii" portraits this idea
is physically em sodied in that the portrait itself. of a living 01' once-livlng person. inevitahly
comalns the seeds of reference to death, the past. change and the rmssmg of time. A portrairs
reference to the passing of time admits the brevity of life. or the approach of death. But then
portraits - aneest 'a1portraits in particular- can also help us to locate our position. and our means
of being in the world:
Lineage 'cveals an identity stronger. more intcrcstmg than legal status - more
reassurin{~ as well. for th;: thought of origins soothes us. wh ereas that of the future
disturbs us, agonizes us (Barthes, 1984: lOS).
Perhaps it is because a person exists m a continual state of grmvtll and change that a portrait will
always have a reference +0 the past and to the passing of time: immediately as a portrait is
completed. it exis:&both in the present .. in its own right as a portrait .. and also in the pasi - as a
particular perspective ofa person-as ..thcy ..were at a specific time in the ncar or distant past. The
portrait function i as a sign ofa past interaction.
\Vhilst one might view a IH.nt1'3it ofa living person as a representatlon of the person-as-they-were-
In-thu-past, when viewing a pOl1rait of someone no longer living, the p0nrait is seen as a
representation os'the-person-as ..they-were-in ..t"eir"present. This suggests that the portrait itself
gains a new life- farce. 01' a new importance once the si (tel' has died.
Any work of art s, ofnocessity.111I1of contemporary references. SQ, through looking at artworks
one call move it an em before one's own and share experiences beyond one's own. When one
vk1\\'s portraits, i is possible to have an imaginary experience of what it is to be both the painter -
by looking at th! image as representative of the artist's self - as well as the sitrer, in the context
orher or his reb .tiollsbip with the artist.
------------------
Quoted n Burns, R. Fond and Foolish LO\'ct\'l, (1992:44).
A portrait can be a very rich reflection on what it is to be human. and perhaps on what it is to be
[1 particular human. The construction c,f a portrait operates on many levels.
The artist draws on all sources: the traditions and conventions of his medium, the
perennial quirks of human existence such us love and death. and the temporal
world which is his home z.
Likeness is affected at each level by the interactive relations between the people, and by these
fnteraetions between those people and the environment in which the portrait is constructed. My
frustration with photo-like or 'naturalistic' likenesses in portraits. and the frusuation of viewers'
responses being focused. almost exclusiv'cly. on the identity of the sitter, funned the initial impetus
for this research, I wanted to find a way of presenting portraits which arc reflections of personal
relationships with tI'e sitters. and which arc at the same time dependent on. and open to the
diverse interpretations ofinoividual viewers. interpretations which extend beyond 'face-value', and
which reflect on an interaction between artist and sitter, Inrcrpretations wbicb reflect an
interaction between viewer and artwork,
The view ofIikeness as a construction, based in social conventions, provided me with a point of
departure from which to question and challenge traditional notions of authority which equate
likeness wi~h'realistic' reduplication. The writings of Noon all Bryson and Nelson Goodman were
invaluable in this regard.
Such an approach to likeness encouraged various directions for exploration. Most exciting was
the way in which a dialogue between the theory and the practice was set in motion. This resulted
in. an open or expansive method of learning in that unexpected areas were explored both in the
creation of the images and in the writing of the dissertation.
My interest in portt'uiture. and the questions around likeness which kept emerging. helped form
the framework for the tbeoretlcal area of invc.;tigation. In turn. the development of m~' practical
work has greatly informad the theoretical resesrch, tmd to tbis end, I was able to fully explore and
to expose us constructed. both the way we make images and the way Wi! read likenesses. The
symbiotic or dual relationship between theory and practice has fimoomentally informed 1his
research. TIle exclmnge is a dynamic relationship, facilitating the growth of ideas and possibilities
in my work. providing some answers and most importantly, many new directions which await
exploration,
Having acknowledged the importance of'tlre relationship between theory and practice, I would
Burns. R. Hmd twd /'1mli'sh Lavers, (1992:44).
also like to suggest t11at it is only possible to identify ~ or understand a this relationship in
retrospect. By suggesting this, I am :myingthat the process of'art-makirg must be something more
than a purely intellectual endeavour, whereby works are made w elucidate a. point. David
Sylvester suggests that in crea.ing a painting
accident is al\t;ay~ present and control is always present 3ttd there's a tremendous
cverlap between the 1\'"'0 (in conversation with Francis Bacon, 1987:99).
Even when one encourages one's innntion or subconscious to playa rule !n the creation of an
ima[~e. a personal investigation. a private act of painting, remains inextricably Iinked to a shared
pr~disposition in terms of s£lcing and to the complex codes ofpe:fcepticln and recognition which
are built upon that predisposition ~ a fl'mucwork in which we arc intricately enmeshed. 'TIle
individual is a part of the whole of society, a part of this framework of complex codes. The
i!.dividual's private set ofreferences which tn;.mifest in her or his work. are mtlicately linked to her
or his experience in the world. Ultimately. as Roger Scruton so suecincriy words it;
Art manifests the 'common knowledge' of'a culture (1981:581).
1 would like to suggest. however. that art not only mllnifosts this common knowledge, but
expands and builds upon this knowledge. Growth and change ocelli' precisely when art challenges
existing conventions. using mem to re-evaluate the' common l~nowledgc< of a culture.
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59 Brenner. J. Sclf;'pm'tlllit, 1991-:t oil on canvas, 25 x 20 em,
lU\
flO Brenner. J. Sc{f.P01'll'flit (dip{n:h), 1991..2, oil 011canvas, eaeh panel: 2S x 20 em.
61 Brenner, l. Sdfportraitl 1991..2, oil on canvas. 56.5 x 56,5 em.
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62 Brenner, J. .11Portrai: ofSallq~'Tasman, 1993~{lit on canvas, 35 x2S em.
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63 Brenner,J. .4 Portrait qfThra Soggot. 1993.ell 011 canvas, 25,5 x 25.5
em.
tl4 Brenner, J. In the studio, I; 1994, oil on canvas, 56,5 'J{ 56,S em.
65 Brenner. J. Artis: and Si'tt"", A Portrait o( 41''(lWclf and /)(l1'l'vl.... ,,_. "-- ....
A.(.I;:cl1stC'in. 1994..5. oil and marble dust on canvas, 50,5 x 11 em.
66 Top: Brenner, J. Paimtngfiom 'Eve Faitfa:c' I. ]994, oil and marble dus; on
canvas, 46 x S4 em.
Bottom: Paintingii't)m 'Bve Fail/a\.' VI~1995, oil and marble dust on board. 15
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67 Top: Brenner. J fJm'mlugjl'om 'el't? Fairfax' f~ (detaW. 1995. oil and
marble dust on :~J3rd,16 x:n em.
Bottom: Rodin. A. El'" Fairfiu, uletai/). 1901. marble, 54..2 x 58 x 46,8 em.
68 DrelUlek",J. if Portrai: t?f 'Joseh Emnet, 1995, oil and murble dust on canvas. 25
69 Brenner. A. Ponrau QfDarryl };:at::::.'nstcin. 1995. oil and spray-paint on
canvas, 25 x 30 em.

1i Brenner, J. .·1Portrait q{Wl1son ,Mm>tmll\ 199$ ..6~oil on canvas. 30 x 25
em,
I~
t
n Brenner, J... t POl'/J'tlit ,!,fB('V'cnicc Om'b. 1996. oii and marble dust on
canvas, :lS.t\ x 35 em.

15 Brenner. J... 1Portrait {!I'Dal'l'yi Kaizenstein; 1995..6, coloured plaster of
paris. oil paint and ink. 30 x 34 x 5 em.
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